











. ory 


Color prints shine like originals on... 


ANSCO DUPLICATING COLOR FILM 
.. TYPE 238 


There’s a world of difference in 16mm release prints . . . and 
that quality “edge” is visibly yours when you specify Ansco 


Color Type 238 Duplicating Film. 


Type 238’s long tonal scale matches to the full a// the true 
color of your original . . . gives you the crisp definition, the 
cleaner, whiter whit. s, softer middle tones, open shadows, and 
high-fidelity sound that bring more sales to your front door! 


Next time you print, tell your laboratory it’s popular Ansco 
Color Type 238 Duplicating Film you want used. Your cus- 
tomers ... and your skill. . . deserve it! 4NSCO, A Division 
of General Aniline & Film Corporation, Binghamton, N. Y. 

















Ansco Color Type 538 


... the slow-speed, 
fine-grain duplicating 
film... perfect 
for making strips 
and slides! 

This superb 35mm reversal color 
duplicating film is ideal for mak- 
ing direct duplicates from original 
transparencies. Available on 


safety base... long lengths DRL 


. .. processing not furnished. 
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YOU can depend on CHMERA MART 


FOR THE BEST IN MOTION PICTURE EQUIPMENT 





CAMART DUAL SOUND READER CAMART CAR 





SIMPLIFIED SOUND EDITING 
TOP CLAMPS 
@ 16mm and 35mm magnetic Steady support for your et t 
¢ 16mm and 35mm optical newsreel camera when CAMART BABY DOLLY 
© Edit sound for single or double systems atop car platform. Heavy Only a four wheel dolly will provide the bal- 
© Jack Plug for Ear Phones ws es gaa . _= and on a a professional 
Weatherproof. et oO production. Adjustable seat for cameraman; 
© from $195.00 to $295.00. NE atntnitcsnneint $28.00 platform accommodates assistant ............ $375 


DOLLY TRACKS AVAILABLE 


CAMART 
-_ CORE 
Dispenser 
Wall dispenser for keeping 


lab cores handy at all 





times. Plastic clear vue 












WIDE SCREEN PETS. $12.50 
SUPERAMA 16 Lens eile 
A dual purpose anamorphic lens de- OY eae Se 9.50 
.* 7) Ge. signed for camera and projector of . 
AURICON PRO 600 16mm motion pictures. For silent pro- 2A wnseeeeeenseneneneees 11.50 
ms jectors $159.50. For sound projectors ee 14.50 


Latest development in sound-on-film 
cameras. Time payments arranged. Sree ie GUNA ecensmacomerencenses 





ECCO FILM CLEANER 


Ecco no. 1500 speedroll applicator— 
an efficient method for cleaning 

















NI, casecsscsnmernctammncaanemmanens $29.50 
REGEL LIGHTS MACO VIEWFINDER ' . 
New eveitebie in tut form. Professional-type side, viewfinder, CAMART TIGHT- 
Two Model 600 heads, with large bright erect image. For WIND ADAPTER 
ITH 

—— converters onea Cine-Special, Filmo, Bolex and Winds film smoothly and even- 

; rr . Cine-Voice cameras. ........$139.50 ly without cinching or ab- 
Two Model 400 heads, rasions. Fits 16mm and 35mm 
stands, converters, with : standard rewinds. With core 
a a eS $200. Send for literature EEE $29.00 





1845 BROADWAY (at 60th St.) NEW YORK 23 - Plaza 7-6977 « Cable: Cameramart 














BIG ROLE FOR 
U.S.C. CINEMA 
DEPARTMENT 


University Benefits From Greatly 
Extended Use of 35mm and 16mm 
Mitchell Motion Picture Cameras 













One of the most startling developments among the 
cinema departments of colleges and universities is 
the increased contribution which the campus film 
unit has made to the field of higher education. 


A leading example is the University of Southern 
California where students using professional 
Mitchell motion picture cameras film a remarkable 
range of subjects. Films are created for classroom 
instruction, public relations, sports events, campus 
activities, scientific research, audience reaction 
research, entertainment, television and industry. 


Mitchell cameras meet an extreme range of film- 
ing requirements. No other single camera has 
proven so flexible in use as these easy-operating, 
trouble-free 35mm and 16mm cameras which con- 
sistently deliver the highest quality film. 


For information about Mitchell cameras, write 
today on your letterhead. 


Widely diversified filming conditions are covered in 
instruction in which Mitchell cameras demonstrate their 
great flexibility. 
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Mitchell camera focuses on operating room as medical 
instruction film is made by Department of Cinema at U. S. C. 


; 
Nes tell Camera 
I 
CORPORATION 
666 WEST HARVARD STREET 
GLENDALE 4.CALIFORNIA ; 


Cable Address: ‘“‘MITCAMCO” 





Peabody and TV “Emmy” Students from all over the 





award winner, Dr. Frank world attend U. S. C. to 
Baxter, being filmed for learn the latest techniques 
the education TV and Radio of 16mm and 35mm cine- 
Center of Ann Arbor. matography. 





*854 sssional motion pictures shown in theatres throughout the world are filmed with a Mitche 








AMERICAN 


| Cinematographer 


THE MAGAZINE OF MOTION PICTURE PHOTOGRAPHY 
PUBLICATION OF THE AMERICAN SOCIETY OF CINEMATOGRAPHERS 


gen. Rl 


ArtHur FE. Gavin, Editor 
Marion Hutcuins, Editorial Assistant Emery Huse, Technical Editor 
EprrortaL Apvisory Boarp: Arthur C. Miller, Ray Rennahan, Arthur FEdeson, 
Walter Strenge, Joseph Biroc. 


Editorial and Business Office: 1782 N. Orange Dr., Hollywood 28, Calif. 
Telephone: HOllywood 7-2135 


emu Tf ike you... 


VOL. 38 FEBRUARY °¢ 1957 NO. 2 whose intelligent 


. fol-taat-tale| 
In This Issue 


at- tM al-3i el-te. 


crFrrX 


‘Hircn’ Dipn’r Want Ir Artvy—By Frederick Foster - - : - ; og —t- 4d quality... 


NaturaAL Source Ser Licgurinc—By Charles Loring a 
Zoom Errects in ANIMATION—By John Hoke 
Firminc “Bary Dou.”—By Boris Kaufman, A.S.C. 
CinemiracLte—By Joe Henry 
Revicious Fiirms—A Mayor Inpustry 
By Clarence Duncan and Robert M. Bassett 


AMATEUR CINEMATOGRAPHY 


Cur Wirnour Cuaos—By Derek Hill . - - . - - . . 98 
Dors Your Movie Lack Goop Scene Composition ?—By James R. Oswald - 100 


FEATURES fol 0) aj ialei-i a= 


HoLttywoop BuLietin Boarp : 
oig-aahaelel-m-tale| 


Tecunicat QuESTIONS AND ANSWERS 


PuHorocRapHic ASSIGNMENTS — - . . . ‘ . . ‘ . , 
Wuar’s New in EQUIPMENT, ACCESSORIES, SERVICES : : . . . ; Yelela-leir-adlelar 


ON THE COVER 


SHOOTING A SCENE for Warner Brothers’ “The Wrong Man” on a 5 a 

New York subway train. Watching star Henry Fonda are director- CONSOLIDATED 

producer Alfred Hitchcock, center, and Robert Burks, A.S.C., director 

of photography. To photograph the shot Burks used Tri-X film and FILM INDUSTRIES 
small portable lighting units described in the article which begins on 


page 84 of this issue——Photo for Warner Brothers by Floyd McCarty. Hollywood: 


959 Seward St., HOllywood 9-1441 


New York: 
px MUO NR 521 West 57th St., JUdson 6-1700 
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The improved PROFESSIONAL JUNIOR with the removable head 
—world standard of quality among tripods, now features the 
foliowing improvements: Simplified camera attaching method 
with easily accessible knob. Double leg lock adjusting knobs, 
self aligning—assures positive leg locking. Adjustable tele- 
scoping pan handle—makes it longer or shorter. Pan handle 
sockets for left, right or reverse tilt. Sturdier construction of 
tilt and pan locking levers. Cast in tie-down eyelets. NO 
INCREASE IN PRICE. $150.00 




















ADJUSTABLE COLLAPSIBLE ALUMINUM TRIANGLE insures rigid 
positioning of tripod legs. Prevents slipping and damage 


to floors. 
Model C (illustrated) $29.50 
Model B (less clamps) $23.50 


CECO has become so associated with fine quality 


professional tripods, a lot of people think we 
invented them. Actually some long-forgotten 


ancient made the original tripod. 


It's just that 


we have improved them more than anybody else 
in the world—with convenient devices to simplify 
cinematography and live TV telecasting. All sorts 
of clever improvements for tilting and panning. 
Herewith some of our models. Come in and see 
for yourself why the PROS go for PROFESSIONAL 


JUNIOR TRIPOD 


4 








$18.00 


THI-CECO PROFESSIONAL 
JUNIOR HI-HAT is an adapter 
for extremely low-mount set- 
ups; also used for title stands 
and permanent mountings. 


Handles either friction or 
geared-drive tripod heads. 






TRII-CECO SMALL GYRO 
TRIPOD features ‘‘controlled 
action". Has two speeds— 
slow and fast—for both pan- 
ning and tilting. Especially 
recommended for 16mm 
Mitchell, 16mm Maurer, 
B&H Eyemo and similar 
cameras. Weight, 19 Ibs. 
Precision construction, also 
used as gear head. Crank 
handles included. 


$600.00 COMPLETE 


TH 9 PROFESSIONAL JR. GEARED HEAD 
used on Professional Jr. 
tripod. Crank handles control pan 
& tilt action. 


$150.00 
HEAD ONLY 


standard 





$75.00 


TR12-CECO PROFESSIONAL JR. ADJUST- 
ABLE WOODEN BABY TRIPOD accepts 
all Professional Jr. Tripod Heads. 
Has substantial shoe and spur. 
Measures 26” extended from floor 


to flange, 18” collapsed. Weight 7 Ibs. 
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$350 
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$260.00 














CECO ALL-METAL TRIPODS have, 
top flanges and upper leg por 
made of one-piece aluminum of 
castings. Lower legs are |\ 
seamless steel tubes, hard-chron 
legs slide easily and have tie» 
to center tube for automatic |e 
ing; calibrations help simplify y 
up. Accepts ‘‘Balanced" TV le 

’ 

j 





Mitchell, other similar Professic 
Tripod heads. 





$200.0 
COMPLET 





THIT-PROFESSIONAL JR. SPRIN 
HEAD is similar in constructic:| 
to Ceco Balanced TV heoi 
Ideal for AURICON 600 — 
other cameras. Spring-loc 
tilt assures that camera w 
return to neutral _ positie| 
when lever is in unloctell 
position. Built-in spirit leve 


















TH7-CECO 
HEAD offers 
and tilt—slow and fast. 
vides extreme tilts, can be 


$1350.00 HEAD ONLY 


used as 
Prices Subject to Change 





struction. 





BLIMP-TYPE GEARED 
two-speed pan 


Freehead. 
smooth action, rugged con- 
Ideal for use with 


Without Notice Mitchell BNC. Can be used 
with silent cameras with 
bridge plate. 


$425.00 
HEAD 
ONLY 





ma 


LP 













Pro- 


Super- 











TH2-CECO NEW “BALANCED” TV HEAD, MODEL C 
Center-of-gravity adjustable, offers smooth 
tilt with 360° pan action, perfect balance. 
Quick relase handle locks in position. 
tension adjustment, built-in spirit level and 
telescoping extension pan handle. 
moveable on top plate to counter-bulance 
film load or long lenses. 


Has 


Comera 


Tripod for “BALANCED” TV Head $140.00 


FRANK C. 








$285.00 HEAD ONLY 


TH3-CECO MICRO WAVE RELAY 
REFLECTOR HEAD is perfect for po 
up to 6-foot diameter. Willi 
torques of 225 ft pounds in el 
and 150 ft pounds in azimuth. 
ronmental treated for extreme 
conditions. 


























ZUCKER 
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Success Minded TV and Film Pros 











ceco PROFESSIONAL FILM 
VIEWER, permits editor to 
view his film from left to 
right on a large, brilliantly 
ilyminated screen. Easy 
threading, portable, will not 
scratch film. Viewing screen 
sine is 5%" x 4%". EDIO- 
jémm model, Also available 
with sound reader installed. 


. look to CECO for 
Top tools and techniques 


As most Pros know, CECO is headquarters for the 
world's finest cameras, recording and editing 
equipment and photographic accessories. But 
CECO is more than that. It maintains the finest 
service department in the East—also an engineer- 
ing and design department. CECO is always happy 
to consult with film makers—either beginners or 
Academy Award Winners—about their technical 
problems. May we help you? 












$350.00 viewer only; addi- 
tional $75.00 with coun- 
ter; additional $150.00 


with built in sound reader. 







































































DS have CUTTING AND EDITING 
r leg por TABLES are of heavy- 
mninOm ae ° gauge all-steel con- 
$ are |} . struction. Rigid frames 
vard-chron - —olways level; 
have tie-ng block-front exten- 
Omatic lew 24 sions for all rewinds; 
simplify ” channel slide drawers. 
qd” TV he . Baked enamel finish. 
— ° Various models and 
. sizes with light box, 
e switch, utility drawer. 
e 3' x 4’ x 34” Formica top— 
* film rack—-no drawer $71.50; 
* other sizes available, 
. SY45-CECO ‘‘FILMETER’’ STOP 
5000 Watt— $175.00 ° WATCH AND TIMER For 35 and 
s 16mm cinematography. Ys sec- 
$265.00 ond intervals. Black figures in- 
GRI9-COLORTRAN GROVERLITE “S000” SENIOR  CLI3-CECO 5000 WATT CONE LIGHT. Shadow- . 
KIT contains two Senior Lights with Senior less, will flood a large area with soft light, ° nob oa z pie ti 7 
$200.0 Converter, 2 stands of chromed steel with Can be placed close to actors who are able * - ee a “ "’S eke ve 
"OMPLET| column supports, packed in 2 fibre cases. to look directly into it without blinking, Com- * Tne atl 3 insesnanedl-amaame 
GR40-same, with Master Converter. We also plete with switch, 25 ft. cable and yoke. Gen Chenee felch. enll-aee 
2 wm handle the full line of Mole-Richardson & 2000 Watt $110.00 750 W $75 00 peo Available with slide = 
: en ” ett— . aot . e le 
metoem Bardwell McAllister lighting equipment. att i lease or pushbutton. $14.50 is 
TV heod. 
600 wf . 
ring-lood Ss in 
nero will 
positior| ” 
unloctll » 
irit leve ° MOVIOLA FILM EDITING MA- 
° CHINES “SERIES 20" designed 
° so that short pieces can be 
e used without putting the 
films on reels. Picture size 
3” x 4” on 35mm models 
~ and 2%" x 3%," on lémm 
° rear projection-type screen. 
- Some models are equipped 
X1-ARRIFLEX 16mm_ Incorporates all 2 with reel spindles. Can be 
advantages of Ariflex 35mm Camera, ° reversed by hand-operated 






switches. Various models 
available. Also synchroniz- 
ers and rewinders. 





with mirror reflex system which per- 
mits viewing and focusing through 
taking lens while camera is in opera- 
tion. Viewfinder shows clear, well- 
defined image correct parallax, unin- 
verted and right—side-up; eyepiece 
has 10-power magnifier. 3-lens tur- 


































ret. Accepts 100-ft daylight loading as 
spools; also accessory 400-ft maga- ° SALES bd SERVICE bad RENTALS 
wy f= : 
° 
° ADDITIONAL PRODUCTS — Ace Clear Vision Splicers ® Editing 
RELAY ° Barrels © Editing Racks © Electric Footage Timers ® Exposure 
“es €16$68-CECO AURICON CINE-VOICE CONVERSION . Meters & Color Temperature Meters ® Silent & Sound Projectors 
me ‘ Cine-voice camera modified to accept 1 200-ft. ; ® Screens @ Film Processing Equipment @ Film Shipping Cases ® 
J magazines; has torque motor for takeup. Also Film Editors Gloves © Marking Pencils © Retractable Grease 
a includes Veeder footage counter. < Pencils © Rapidograph Pens ® Flomaster Pen Sets © Kum Kleens 
. ° Labels © Blooping Tape ® Blooping Ink © Dulling Spray ® Alpha 
$450.00 conversion ony a . Ray Plutonium Lipstick Brushes © Filters © Number and Letter 
Write for prices on complete Cine-voice 2s ° Punches © Camera & Projector Oil. © Magnasync Magnaphon- | 


cameras, converted for external magazines ; 2 ic. Sound Recerders. 
Ond all other models of Auricon Cameras. AY ae / FRANK C ZUCKER 


(+ AMERA CQUIPMENT Galle 


Dept. A 315 West 43rd St., 















Prices Subject to Change Without Notice 





BIRNS & SAWYER 
POINTS 


TO 





ARRIFLEX 16 & 35 
Vv 


AURICON - BOLEX 
Bell & Howell -Cine Specials 


Vv 
CINEKAD Dollies, 
Triangles, Tripod Clamps 
v 
REELS & CANS 
Fibre Film Cases 
Vv 


ECCO 1500 
Film Cleaner 
Vv 
}. G. McAlister, Inc. 
Lighting Equipment 
v 
NEUMADE 
Editing Equipment 
Vv 
[MILLER & CONNOR 
Fluid Tripod Heads 
v 


POLECATS 
Vv 


COLOR-TRAN 
Packaged Lighting 
v 


CAR-PAK Camera 


Station Wagon Platforms 

















BIRNS &. 
SAWYER 


PHOTO SUPPLIES CO. 
MFG'RS. OF “PROCAM” EQUIPMENT 


8910 SANTA MONICA BOULEVARD: OL 5 69 
LOS ANGELES 46. CALIFORNIA 
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HOLLYWOOD 


BULLETIN BOARD 


News briefs about the A.S.C. 
its members, and important 


industry personalities 








A.S.C. President George Folsey (3rd 
from right) dons latest type helmet and 
oxygen equipment to pose with Victor 
Milner, A.S.C., and his distinguished 
son, Col. Victor Milner, Jr., USAF, and 
group of Air Force associates, all of 
whom were honored guests at the 
January meeting of American Society 
of Cinematographers. L to R are: Maj. 
John H. Pedigo, Lt. A. F. LaChance, 
Maj. Steven Turner, Victor Milner, Col. 
Milner, Lt. Col. Wm. J. Collins, and 
Maj. R. C. Garrett. 

“Oscars” for 


Nominees for Academy 


best cinematography of 1956 will be an- 


nounced by the Academy of Motion Pic- 
ture Arts and Sciences February 18. At 


that time five black-and-white and five 


color films will be named from the fol- 
lowing list of contenders: 
BLACK-AND-WHITE 

Attack.” Joseph Biroc, ASC. United 
Artists), 

“Baby Doll.” 
(Warner Brothers). 

“Back From Eternity.” Wm. C. Mel- 
lor. ASC, (R-K-O). 

“The Bad Seed.” Harold Rosson, ASC. 
(Warner Brothers). 

“The Boss” Hal Mohr. 
Artists). 

“The Harder They Fall.” Burnett Guf- 
fey. ASC, (Columbia). 

Julie” Fred Jackman, Jr... (M-G-M). 

“The Killing.” Lucien Ballard, ASC, 
(United Artists), 

“Somebody ( p There Likes Me.” Jo- 
seph Ruttenberg, ASC, (M-G-M), 


Boris Kaufman, ASC. 


ASC (United 


“Stagecoach To Fury.” Walter 
Strenge. ASC, (20th Century-Fox). 
COLOR 
“Anastasia.” Jack Hildyard, BSC, 
(20th Century-Fox). . 
+ Fesruary, 1°57 





COL. MILNER, Chief of Tactical Evalua- 


tion & Training Directorate, USAF, 
talked on group's activities and screened 
a thirty-minute film, “New Sound of 
Freedom."’ 


“Around The World in 80 Days,” 


Lionel Lindon, ASC. (Michael Todd 
Prods. . 
“The Eddy Duchin Story.” Harry 


Stradling, ASC, (Columbia). 

“Giant.” Wm. C. Mellor, ASC. and 
Ek. B. Du-Par, ASC, (Warner Brothers). 
“The King and I,” 
ASC, (20 Century-Fox). 

“Lust For Life.” Russell Harlan. ASC. 
and Frederick A. Young, ASC (M-G-M). 

“The Silent World.” Edmond Sechan. 
(Columbia). 


“Teahouse of the August Moon,” John 


Alton, (M-G-M). 


Leon Shamroy. 


“The Ten Commandments,” Loyal 
Griggs, ASC, Wallace Kelley, ASC; 


Peverell Marley, ASC; and John War- 
ren, ASC. (Para.). 
“War and Peace.” Jack Cardiff. BSC. 


(Paramount). 
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ALL AURICON EQUIPMENT IS SOLD WITH 
A 30 DAY MONEY-BACK GUARANTEE. 
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Cin YOiCt 1s 
* 100 ft. film capacity for 2% minutes of 
recording; 6-Volt DC Convertor or 115-Volt AC 
operation. * $695.00 (and up). 


mm Optical Seund-On-Film Camera 


‘AURICON PRO-688'' 16mm Optical Seund-On-Film Camera 


* 600 ft. film capacity for 164% minutes of 
recording. * $1497.00 (and up) with 30 day 
money-back guarantee. 


rAnitow Ly 
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SOUND RECORDER — Model RM-30 
capacity, synchronous motor for “double-system” 
16mm Optical Sound-On-Film operation. 

* $3359.00 (and up) 
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TRIPOB— Models FT-10 and FT-10S12 
Pan-Tilt Head Professional Tripod for 


1200 foot film PORTABLE POWER SUPPLY UNIT — Model ! 


Silent 
in operation, furnishes 115-Volt AC power to drive 
“Single System” or “Double System” Auricon 
Equipment from 12 Volt Storage Battery, for 
remote “location” filming. + $269.50 


Strictly for Profit 
CHOOSE AURICON 


lr it’s profit you’re after in the production of 
16 mm Sound-On Film Talking Pictures, Auricon 
Cameras provide ideal working tools for shooting 
profitable Television Newsreels, film commercials, 
inserts, and local candid-camera programming. 
Now you can get Lip-Synchronized Optical or 
Magnetic Sound WITH your picture using Auricon 
16 mm Sound-On-Film Cameras. Precision designed 
and built to “take it.” 

Strictly for Profit—Choose Auricon! 


BERNDT-BACH, INC. 





velvet-smooth action. Perfectly counter-balanced 6902 ROMAINE STREET, HOLLYWOOD 38, CALIF. 


to prevent Camera “dumping.” $325.00 (and up). 


Aiuniton | 


Ho 


MANUFACTURERS OF SOUND-ON-FILM RECORDING EQUIPMENT SINCE 1931 








SUPER 1208 


16 mm Optical Seund-@n-Film Camera 


* 1200 ft. film capacity for 33 minutes of 


recording. ‘* $4652.15 (and up) complete for 


“High-Fidelity” Talking Pictures. 





FILMAGNETIC— Finger points to Magnetic pre-stripe 

on unexposed film for recording lip-synchronized 
magnetic sound with your picture. Can be used 
with all Auricon Cameras. $870.00 (and up) 
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PRECISION GROWS... 


a ey in an amazingly short period of time, Precision 
| Sound Readers have achieved unique recognition 

throughout the motion picture and television 
industries for their outstanding, precision quality, 
Now, in order to provide an even greater range of 
Sound Readers than ever before, and to further 
improve service, Precision has doubled its plant 
space. May we thank our many friends whose word- 
of-mouth testimony has made our growth possible. 
















~~ Complete Sound 
. Reader Guide 
Free on Request 


sound 
readers 





























Model 600 *4 Model 600 RL Mode! 650 RL © 
$185.00 $195.00 $169.50 
film slitter 
optical- 
magnetic (2 ' 
sound . 
readers < 4 
Model 800 Model 800 RL 
$259.50 $269.50 Prices available on request 
magnetic sound reader attachments magnetic film 
magnetic head only from $127.50 and tape 
k Som $75 . with amplifier 
Loo sound 
for amplifier only rea der 
this 
trademark 
—, Model 700 
A —_ $198.00 





All Prices F.0.B. Factory, Brooklyn, N.Y. Designers and Manufacturers of Equipment for the Motion Picture and Television Industries 


‘ain PRECISION LABORATORIES 


1037 UTICA AVENUE 3 Soke 254) Baxe 
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CAMERA DOLLY 
J. G. MCALISTER INC. 


DESIGN PATENT 












ONLY J. G. McALISTER STUDIO LIGHTS OFFER ALL 3 


(1) Perma-Lock Mirror for positive mirror alignment 
(2) Fresnel Lens with “Beam Pilots” for unexcelled lighting 
(3) Reliable, “‘Easy-Action” controls for front AND rear focusing. 


















J. G&S. McALIsSTER INC. 
1117 North McCadden Place, Hollywood 38, California 




















world headauarters for the finest engineered lighting and production equipment 
, : Y77ANXY 
J. G. McAlister equipment and world-wide through “Le 
available in U.S.A. through: vesresecsceesesspecsssecszecerses Soh—a# : 
. Sum eQualP[cale|aly) > offices in: 
San Francisco 
Brooks Cameras Inc. U.S.A. 
Chicago 5£80 Hollywood Bivd. 
Television Equipment Co. tS Hollywood 28, Calif. 
Studio Lighting Co. Europe 
Detroit 7 Theatinerstrasse 
Village Camera Shop Munich, Germany 
Jack A. Frost t British Dominions & Far East 
New York 4 88 Fourteenth St. 
Florman & Babb Toronto 14, Canada 














BELLEHOWELL EveEmo 'Q’ 


25rmimm Movie Camera 
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with accessories 


HOLLYCAM PRICE 


The famous Bell & Howell Eyemo ‘‘Q"’ camera professional 
newsreel photographers rely on to record history. Rugged, 
sturdy, versatile, the leader of the industry. Extremely 
durable. Speeds of 8, 12, 16, 24, 32, 48 frames per 
second. Footage counter. Film capacity: 100’ daylight 
load or 400’ w/magazine. Camera can be easily hand- 
held for pictures at a moment's notice. With accessories, 
the famous *'Q"’ produces results comparable to a fully- 
equipped Hollywood studio camera. For prismatic 
focusers, see optional accessories list. 


Also available at comparable bargain prices: single lens Eyemos, 
compact turret Eyemos, and a huge variety of lenses, including 
Kinars, Miltars, Baltars, Bell & Howells, Cookes, etc. from the world's 
largest inventory of professional cine cameras and equipment. Write 
to us about any cine equipment you need. We have it in stock at 
lowest prices. 


HOLLYWOOD CAMERA CO. 


THE GREATEST 


BUY OF THE 


CENTURY... 


AT HOLLYCAMIE!! 


with 3 lens spider turret, open back and 
motor mount. COMPLETE with 1”, 2”, 6” 
Bell & Howell lenses, new Eyemo motor, 
power cable, two each 400’ magazines, 
drive belt and tube finder. 


List Value Nearly $2000 


10” £/4.5 Bell & Howeil Eymax telephoto lens. $170 value....$44.50 
Heavy duty Bell & Howell Eyemo tripod. $200 value, new 89.50 


Eyemo handle and leather strap. $6 value 1.65 
Titling and ID unit with backlighted screen 

Inserts in lens mount. $75 value 7.75 
35mm x 100’ daylight load Super XX film 1.75 
Filters for any of above lenses. $8 value 2.25 
Sunshades for any of above lenses. $4.60 value 1.95 
Fitted carry case with room for camera, motor, lenses, film 

filters, sunshades, handle, etc. $79 value , . 19.95 


Critical thru-the-lens prismatic focuser as illustrated, installed 48.75 
All equipment listed is from U. S. Government excess 


stock and is new or in good serviceable condition. 


10611 Chandler Blvd. 
North Hollywood, California 

















NOW in the East it’s... 
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UVIELAB 
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e 16mm-35mm EASTMAN COLOR 
Negative-Positive Processing 


Staffed by experienced COLOR 
technicians. 


e Also KODACHROME and ANSCO- 


COLOR Printing. 
(aaa ——_— 


: Ne, | MOVIELAB BUILDING + 619 W. 54th STREET 
ed NY Eee NEW YORK 19, N. Y. » JUDSON 6-0360 


COLOR LABORATORIES 




















Adjustable Zoom Type For 





RANGE: 


16mm: from 13mm to 75mm lenses 


One model for 


AURICON SPECIALISTS @ 


DIRECTOR'S VIEWFINDER 


16mm and 35mm Lenses 


35mm: from 25mm to 150mm lenses 


ony $49.50 preraiw 


both 
35mm use. 


Lloyd's Camera Exchange 


1614 Cohvenga Bivd. . HOllywood 28, Calif. 
SALES @ 


16mm and 


RENTALS 

















LAB-TV 


Professional 
16MM BLACK & WHITE 


REVERSAL 
PROCESSING 


Processing on 
hourly schedule for 
leading TV Stations and 
Producers 


FASTAX SPECIALISTS 


Now under the sole 
direction and ownership of 
JACK ASHER 


Write for circular 


LAB TV 


247 West 46th St. 
New York 36, N. Y. 
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UESTIONS relating to cinematography 
Q or other phases of film production 
are invited from readers and will be 
answered by letter by Walter Strenge or 
by other qualified members of the Amer- 
ican Society of Cinematographers. Ques- 
tions and answers considered of general 
interest will appear in this column.—Ed. 


Q 





How are live-action sequences pro- 
duced where animals appear to be 
with the words matching the 
movements of the animal’s lips? An 
example is a recent Wildroot TV Film 
commercial.—J. G., Cleveland Heights, 
Ohio. 


Such films are the result of a com- 
bination of trick photography and ani- 
mation synchronized to a pre-recorded 
sound track, The principle involves first: 
the selection of suitable animal action 
film; second: possible altering of the 
action by re-arranging of frame se- 
quence to obtain the desired timing. 
Frequently, natural action may not suit 


| the situation exactly, but may be made 





to do so by re-timing methods in the 
printing, such as skip framing, holding 
frames (for repeated printing) running 
sections backwards, repeats, etc. 
Third: after working the details on 
a timing sheet, an artist animates the 
lip action necessary to give the illusion 
of talking. The drawings are finished on 
animation cels in colors and tones to 
match those of the animal. Finally, the 
animation cels are superimposed in reg- 
ister over the animal action and the 
combination photographed to form the 
composite film you see in the theatre or 


on TV.—Ub Iwerks, ASC, Walt Disney 


Productions. 
Where can I obtain the correct fig- 
ures on aspect ratios and aperture 
dimensions on all of the current wide- 
screen systems?—V. R., Hartsdale, N.Y. 


The Society of Motion Picture and 
Television Engineers, 55 West 42nd St., 
New York 36, N. Y., have available a 
booklet, “Wide-Screen Motion Pictures,” 
which contains the figures you desire. 


—Walter Strenge, ASC. 


In the article, “Shooting Night 
Scenes in Daylight,” the author 
states: “Were it necessary to use day- 
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ICAL 


QUESTIONS & ANSWERS | 


Conducted by Walter Strenge, A.S.C. 





light color film for night-effect scenes, 
then the light blue filter recommended 
for converting interior color film for 
daylight use would be employed without 
making any allowance for filter factor 
to gain exposure.” 

My understanding is that for interior 
color film (Type A) that the recom. 
mended filter for daylight use is a Wrat- 
ten 85—an orange-rust colored filter 
and not a light blue filter, which is only 
recommended to convert daylight type 
color for interior use.—S. N., Valley 
Stream, N.Y. 


You are correct, and the misstatement 
is the result of a transposition of a cou- 
ple of important words . The (involved) 
sentence should read: 

“Were it necessary to use daylight 
color film for night effect scenes, then 
the light blue filter recommended for 
converting daylight color film for inte- 
rior use would be employed without 
making any allowance for filter factor 
to gain underexposure.”—Charles GC. 


Clarke, ASC. 


Q 


We have been producing three fash- 
ion films annually, using 16mm 


Commercial Kodachrome, making _re- 
lease prints without sound. 
On our next production (working 


with a low budget, of course) we would 
like to add sound, including narration 
and background music, and make about 
10 prints. 

How can we add sound at low cost 
to our 16mm Commercial Kodachrome 
original master ?—C. L., New York, N.Y. 


To obtain the type of sound track you 
require, the usual procedure is to begin 
with the use of magnetic tape. Record 
your narration on one tape, then record 
your music on a second tape. If you 
have two-channel facilities available 
when re-recording, you can combine the 
two tracks on a single tape, thus obtain- 
ing the level of narration and music 
that you wish. 

Where such facilities are not avail- 
able, then your best bet is to engage a 
professional sound recording studio to 
do the work for you. From the resultant 
single tape, the recording studio can 
then transfer to an optical negative 
sound track for Kodachrome printing. 
In the cutting, sync your picture with 

(Continued on Page 114) 
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7 yo 
anytime...all the time! 


pressure pad and cross stages. Three-lens, oversize divergent 
turret, electric motor drive, and a host of other features. 


Yes, in any light, look right through the viewfinder of an 
Arriflex 16. See the large, bright finder image—even when 
the lens is stopped way down...because...the nineteen 
critically corrected lenses of the exclusive Arriflex mirror- 
reflex finder system project the actual taking lens image, 
uninverted, and ten times aperture size, on to the finder eye- 


piece —during actual shooting too! 


This means easy, accurate follow focus, no finder problems 
regardless of focal length lens, no parallax problems at any 
subject distance, no rackover problems. 


But, this is only one of the many exclusive features of the 
Arriflex 16. 


There is the registration pin film movement with micrometer 
accuracy; the precision film gate with side pressure rail, rear 


Sold only through authorized ARRIFLEX dealers 


SOLE U. S. DISTRIBUTOR 


PHOTO CORPORATION 
257 FOURTH AVENUE 7303 MELROSE AVENUE 
NEW YORK 10, N. Y. HOLLYWOOD, CALIF. 


Representatives in the following cities: BOSTON ® CHARLOTTE, N. C. 
¢ CHICAGO e« DENVER « DETROIT « HOUSTON © KANSAS CITY, MO. 
« HOLLYWOOD, CAL. © MEMPHIS ¢ MIAMI « NEWARK « NEW YORK 
¢ PHILADELPHIA © SAN FRANCISCO e« SEATTLE 
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The Arriflex 16 is a hand camera. It is also a studio camera if 
you add the 400 ft. Arri magazine. And it is a sound camera 
when you use it in the Arri 16 Sound Blimp. The cost is sur- 
prisingly little, for a professional camera with precision engi- 
neering. The Arriflex will pay for itself in the shortest time, 
because it is easier to transport, easier to use, more versatile 
and most reliable. 


ARRIFLEX 16, complete with Variable 
Speed (wild) Motor, Battery Cable, Neck Strap 
$162500 


Matte Box and Lenses, additional 


KLING PHOTO CORPORATION 
257 Fourth Avenue, New York 10, N. Y. 


Please send 16 page ARRIFLEX 16 catalog. [J 
I'd like your representative to call and demonstrate the 
ARRIFLEX 16 without obligation. [ 


Name — — = 





Company____ 
Address ee s 




















UHLER PRINTERS 




































color or 


continuous for 
Prints sound and picture si- 
double system 


Combination 16mm 
B and W films 
multaneously, either single or 
Other printers for: 
Reduction and enlarging 16-8mm and 
8-16mm. 
Reduction and enlorging 35-16mm 
and 16-35mm. 
Sound reduction for 35 to 16mm only. 
Cine 16mm for sound or silent pictures. 
Machines are tested and guaranteed. 
Write for literature. 


UHLER CINE MACHINE CO. 


15762 Wyoming Ave., Detroit 38, Mich. 
Ph.: UNiversity 1-4663 Cable: *‘UHLCIMA"’ 





























CAMERAS 
FOR RENT 


DAILY * WEEKLY + YEARLY 


LOW-COST TRANSPORTATION 
AND OVERNIGHT SERVICE 
TO MIDWESTERN CITIES 


¢ 35mm MITCHELL 
* 16mm MITCHELL 
¢ EYEMO 

e FILMO 

¢ AURICON 

¢ BLIMPS 


Victor Duucau 
4828 Oleatha * St. Louis 16, Mo. 
VErnon 2-2959 
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Photographic Assignments 


Who, where and what the industry's cameramen were shooting last month. 


*Asterisks indicate television film productions. 











ALLIED ARTIST 


with Sal 
Kohner. 


“Dino,” 
Susan 


@ Witrripn Cine, ASC, 
Mineo, Brian Keith and 
Thomas Carr, director. 


@ Lester Suorr, ASC, “Hot Rod Rumble.” 
(Macirema Prods.) with Dick Hartunian and 
Leigh Snowden. Les Martinson, director. 


@ Ratpuw Wootsey, ASC, “The Persuader,” 
(World Wide Pictures) with William Talman 
and Kristine Miller. Dick Ross, producer- 
director. 
AMERICAN INTERNATIONAL 

@ Frev West, ASC, “Dragstrip Girl,” (Gold- 
en State Prods.; shooting at American Na- 
tional) with Fay Spain and Steven Terrell. 
Edward L. Cahn, director. 


AMERICAN NATIONAL 


@ Monroe Askins, “Dr. Christian,”’* 
TV with MacDonald Carey. Henry 
director; “Highway Patrol”’,* (Ziv-TV) with 
Broderick Crawford. Eddie Davis, director. 


@ Bos Horrman, “Highway Patrol,”* (Ziv- 
TV) with Broderick Crawford. George Blair, 
director: “West Point Story,’* (Ziv-TV). 
James Sheldon director: “Dr. Christian,”* 
(Ziv-TV) with MacDonald Carey. Henry Kess- 
ler, director. 

@ Curr Ferrers, “West Point Story,”* (Ziv- 
TV). Norman Foster, director. 


CALIFORNIA STUDIOS 


@ Hat McAtpin, “O. Henry Playhouse,”* 
(Gross-Krasne, Inc.) with Thomas Mitchell. 
Peter Godfrey and Barney Girard, directors; 
“Dr. Hudson’s Secret Journal,”* (Wesmor, 
Inc.) with John Howard. Peter Godfrey, di- 


rector. 


@ Lucten Anpriot, ASC, “The Life of 
Riley,”* with William Bendix. Abby Berlin, 


director. 


@ Lester Suorr, ASC, “Adventures of 
Hiram Holliday,”* (Gross-Krasne) with 
Wally Cox. Philip Rapp, director. 


@ Freer Sournucorr, “Gunsmoke,”’* (Fil- 
master Prods.) with James Arness and Den- 
nis Weaver. Andrew McLaglen, director. 


COLUMBIA 


@ Kir Carson, “Father Knows Best,”* 
(Screen Gems) with Robert Young and 
Jane Wyatt. Peter Tewksbury, director. 


@ Jack Hivpyarp, “The Bridge on the River 
Kwai,” (Horizon-American Prods., shooting 
in Ceylon) with Jack Hawkins and Alec 
Guinness. David Lean, director. 


@ CuHartes Lawton, ASC, “3:10 To Yuma,” 
with Glenn Ford, Van Heflin and Felicia 
Farr. Delmer Daves, director. 


@ Rosert Priancx, ASC, “Jeanne Eagels,” 
(George Sidney Prods.) with Kim Novak 


* Fepruary, 1957 


( Ziv- 
Kessler, 


and Jeff Chandler. George Sidney, director, 
@ Rosert Pirracxk, ASC, “Ford Theatre,”* 
(Screen Gems). Oscar Rudolph, director, 


@ Henry Frevuticu, ASC, “Ford Theatre,”* 
(Screen Gems). Oscar Rudolph, director. 


@ WittiAmM Wuittey, ASC, “Rin Tin Tin,”* 
(Screen Gems) with Lee Aaker and James 
Brown. Fred Jackman, director: “77th Bengal 
Lancers,”* (Screen Gems) with Phil Carey, 
Frank MacDonald, director. 


@ Tep Moore, “Uncle George.” (Warwick 
Prods.: shooting in England) with Nigel Pat- 


rick, Charles Coburn and Wendy Hiller. Nigel 
Patrick, director. 


@ Basit Emmott, “The Long Haul.” (Marks. 
man Films; shooting in London) with Victor 
Mature and Diana Dors. Ken Hughes, direc- 
tor. 


@ Gert Anpersen, ASC, “Playhouse 90,"* 
(Screen Gems). James Nilsen, director: “Ferd 
Theatre.”* (Screen Gems.) Anton Leader, 
director. 


@ Invinc Lippman, “Rin Tin Tin,”* (Screen 
Gems) with Lee Aaker and James Brown. 
Lew Landers, director: “Circus  Boy,”* 


(Screen Gems). Robert Walker, director. 
@ Wittiam Skat, ASC, “Ivanhoe,”* (pilot; 
color). Fred Sears, director. 


“Rin Tin Tin,”* 
Aaker and James 
“77th Bengal 
Phil Carey. 


@ Benyamin Kune, ASC, 
(Screen Gems) with Lee 
Brown.. Lew Landers, director: 
Lancers,”* (Screen Gems with 
Douglas Hayes, director. 


WALT DISNEY 


Borie, ASC, “Old Yeller,” 
with Dorothy McGuire and 
Robert Stevenson, director. 


@ Cuartes P. 
(Technicolor) 
Fess Parker, 


FILMCRAFT STUDIOS 


@ Vircir Mirter, ASC, “You Bet Your 
Life,”* (Filmcraft Prods.), with Groucho 
Marx. Robert Dwan, director. 


FOX MOVIETONE STUDIOS (NEW YORK) 


@ J. Burer Contner, ASC, Delco-Remy com- 
mercials* (Peter Elgar Prods.) Peter Elgar, 
director. “No One Answer,” (A.T.&T.)  In- 
dustrial; Henry Strauss Prods.) Robert Wil- 
mot, director. 


FOX WESTERN AVENUE STUDIOS 
@ Lioyp Anern, ASC, “T. C. F. Hour.”* 


Various directors. 


@ Frank Repman, ASC, “T. C. F. 
Various directors. 


Hour.”* 


@ Cuartes Van Encer, ASC, “Broken Ar- 
row, * with John Lupton. Various directors; 
“Kaiser Aluminum” and G. ©. commercials.* 
Jean Yarbough, director. 


(Continued on Page 78) 
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cessory 400-ft. magazines. 


use on Pro Jr Tripod * Shoulder Pod. 








} 
ARRIFLEX 35 BLIMP is a sound-proof housing 
for use with the Arriflex 35 camera using the 
400’ or 200’ magazine. Synchronous motor. 
ast-magnesium alloy with black crackle finish. 
Internal walls are lined with corduroy velvet. 
All doors are sealed with foam rubber gaskets, 
nd secured by heavy clamp locks. Regular 
fover and optical system is removed from 
famera and replaced with a special cover which 
permits reflex viewing when camera is blimped. 
Uversized focusing scale is linked with taking 
‘is and can be seen through window. 
RRIFLEX 16 BLIMP ALSO AVAILABLE. 









€ carry a complete stock of parts and 
bur factory-trained technicians are avail- 
bble to give prompt guaranteed service. 


X1-ARRIFLEX 16mm. Incorporates all advantages of Arriflex 
35mm Camera, with mirror reflex system which permits viewing 
and focusing through taking lens while camera is in operation. 
Viewfinder shows clear, well-defined image correct parallax, un- 
inverted and right-side-up; eyepiece has 10-power magnifier. 
3-lens turret. Accepts 100-ft. daylight loading spools; also ac- 


ACCESSORIES FOR ARRIFLEX 16:Large Choice of Lenses 
from 11.5 mm to 600 mm ® 200 to 400 ft magazines ¢ nickel 
cadmium batteries ¢ 110 volt Synch motor ¢ Hi-Hat adapter for 





ECO is the foremost headquarters for 





ARRIFLEX-:-: 


16mm and 35mm cameras, 


As you might expect, CECO features the com- 
plete ARRIFLEX line. We have sold these superb 


cameras to the top pros in the TV, newsreel and 








commercial film field. We believe that for versa- 


tility and professional performance, you can't 


beauties. You'll fall in love with them. How 


about today? 





NEW 35mm MODEL 2A 
WITH 180° SHUTTER. For 
tough and trying assign- 
ments, ARRIFLEX 35 is in 
a class by itself. Reflex 
focusing through photo- 
graphing lens while camera 
is Operating —— this is just 
one outstanding ARRIFLEX 
feature. 


Equipped with bright, 
right-side-up image finder, 
6% x magnification. Solves 
all parallax problems. 3 
lens turret. Variable speed 
motor built into handle op- 
erates from lightweight bat- 
tery. Tachometer register- 
ing from 0 to 50 frames per 
second, Compact, light- 
weight for either tripod or 
hand-held filming. Takes 
200’ or 400’ magazine. 
Writé for free folder. 


Lenses from 11.5 mm to 600 mm ¢ 200 
to 400 ft magazines ¢ nickel cadmium 
batteries ¢ 110 volt Synch motor ¢ Hi- 
Hat adapter for use on Pro Jr Tripod ¢ 
Shoulder Pod. 


ALSO AVAILABLE FOR RENTAL 













































blimps and accessories. 


ARRIFLEX. Come in and see these 


ARRIFLEX 35 ACCESSORIES: 


ARRIFLEX EQUIPMENT 








FRANK C. ZUCKER 


G AmeRA CQuipment Galiic 










CAMERA EQUIPMENT COMPANY 


presents the new Magnasync 
Magnaphonic Sound Recorders 


For quality & economy 
MAGNASYNC 


is the perfect answer— 


— ly 






4 
a to the needs of film producers, 
large or small, feature or com- 


mercial, because— 


® It delivers clean, distor- 
tion-free sound. 


* itis compact, light- 
weight, portable, meets 
the latest SMPTE stand- 
ards 


© lt serves every segment of 
motion picture and spot TV pro- 
duction. 


The New MARK IX 


® Purchaser is not required to 


MAGNAPHONIC SOUND SYSTEM,SYSTEM “A” pay royalties on footage con- 
sumed. 

with built-in record play amplifier and remote 

control assembly is an engineering achieve- BUT MOST OF ALL, the MAG- 

ment with exclusive features found in no other NASYNC MAGNAPHONIC line 

recorder. Has recerding, playback, and bias contains exclusive features found 


in no other recorders, yet all 


oscillator circuits enclosed in separate plug-in , 
carry low, low price tags. 


assemblies; easy accessibility to all amplifier 


components; push-button motor controls; re- Trust your own ears—trust your 
Sound Man's judgment. Switch 


t trol foot ounter, ord-play & 
roaster ray ay Rig ag to MAGNAPHONIC SOUND. 


film-direct monitor switches. Available in 16mm, 
17%,mm & 35mm priced from $2,145.00 














OTHER MODELS: 
MARK IX SYSTEM “B" includes Model 


7 
° G-932 microphone mixer with 2 
- channel slide wire attenuators. 
Model X-400 ‘ $2,820.00 
is a completely synchronous 16mm Magnetic " ety ales ait eum ae 
. ‘ . . : micr i - 
film recording channel, professional in every a mote control assembly packaged 
detail. Can be operated in ‘‘console"’ position, v in matching portable case. 
as shown, or stacked as one unit. Features " $2,520.00 
simple camera or projector interlock, instantan- . TYPE 5 features built-in Monitor 
eous “‘film-direct"’ monitoring, and low power . amplifier, separate overdrive torque 
consumption. Ideal for the low budget producer. . motor, record gain control, and 
$985.00 playback control. Priced from 
Prices subject to change without notice : _* $1,5 70.00 


FRANK C. ZUCKER 


(+ AMERA CQuiPment (...INC. 


Dept. A 315 West 43rd St., 
New York 36, N.Y. JUdson 6-1420 





78 AMERICAN CINEMATOGRAPHER . Fesruary, 1957 


PHOTOGRAPHIC ASSIGNMENTS 


(Continued from Page 76) 
GENERAL SERVICE 


@ James van Trees, ASC, “Burns & Allen 
Show,”* (McCadden Prods.) with Gracie 
Allen and George Burns. Rod Amateau, dj. 
rector; Carnation & B. F. Goodrich com. 
mercials.* Rod Amateau, director. 


@ Harry Witp, ASC, “Bob Cummings 
Show,”* (Laurmac Prods.) with Bob Cum. 
mings and Rosemary DeCamp. Bob Cum. 
mings, director. 


@ Puiture Tannura, ASC, “The People’s 
Choice,”"* (Norden Prods.) with Jackie 
Cooper and Pat Breslin. Jackie Cooper, di- 
rector. 


@ Frank Puitups, “Navy Log,”* (Gally 
Prods. Inc.). Jean Yarbough, director. 


@ Water Srrence, ASC, Ford commercial* 
(Filmways Prods.). Stan Frazen, director. 


@ Lionet Linpon, ASC, “The Adventures of 
Ozzie & Harriet.”"* (Stage 5 Prods.) with 
Ozzie, Harriet, David and Rickey Nelson. Oz. 
zie Nelson, director. 


@ Hat Monr, ASC, Toni commercial* (Film- 
ways Prods.) Stan Frazen, director. 


GOLDWYN STUDIOS 


@ Norsert Bropine, ASC, “The Loretta 
Young Show.”* (Lewislor Inc.,) with Loret- 
ta Young. Various directors. 


@ Epwarp Firzceratp, ASC, “Crossroads,”* 
(Federal TV Inc.). Various directors. 


@ Josern La Suetie, ASC, “The Fuzzy Pink 
Nightgown,” (Russ-Field Prods. for UA re 
lease) with Jane Russell and Ralph Meeker. 
Norman Taurog, director. 


INDEPENDENTS 


@ James Wonc Howe, ASC, “The Sweet 
Smell of Success,” (Hecht-Hill-Lancaster). 
Prod. for UA with Burt Lancaster, Tony 
Curtis and Susan Harrison. Alexander Mac- 
Kendirck, director. 


@ Giovanni Di Venanzo, “Il Grido,” (Robt. 
Alexander Prods., shooting in Rome) with 
Steven Cochran. Michael Angelo Antoini, 
director. 


@ Guy Roe, ASC, Buick commercial.* 
(Shooting in Utah and Nevada.) Jack Hiv- 
ley, director. 


@ Sam Leavitt, ASC, “The Careless Years.” 
(Bryna Prods. for UA release) with Natalie 
Trundy and Dean Stockwell. Arthur Hiller, 
director. 


@ Jack Carpirr, “Legend of the Lost,” (Bat- 
jac-Panama Prods. for UA release; shooting 
in Rome & Tripoli; Technirama) with John 
Waayne, Sophia Loren, and Rossano Brazzi. 
Henry Hathaway, producer-director. 


@ Georce Perinat, “St. Joan,” (Carlyle 
Prods. shooting in London) with Richard 
Todd and Richard Widmark. Otto Premin- 
ger, producer-director. 


@ Maury Gertsman, ASC, “The Barney 
Ross Story,” (Edward Small Prods. for UA 
Release) with Cameron Mitchell and Dianne 
Foster. Ted Post director. 


(Continued on Page 115) 
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AUTOMATIC 
FILM 
SPLICER 











- FILM-EDGE 
™ NUMBERING MACHINE 


(Coding Machine) 


An important aid and time saving device which enables the Film Editor to 
quickly tie together the picture and sound track in perfect synchronization 
is the HFC film edge numbering or coding machine, The machine numbers 
every 16 frames in 35mm. The 16mm model numbers every 40 frames. The 
numbering block generally consists of two letter wheels or one number and 
one letter wheel manually operated and four number wheels which move 
automatically and number the film from 0001 to 9999. All numbers can be 
reset by hand to begin at any number. 


ENM—35—(35MM MODEL) 
ENM—16—(16MM MODEL) 
$2500 F.0.8. HOLLYWOOD 


precision film editing equipment, reels, cans and shipping cases 
S26 N Seward Street H P 132 California H , {| 2.3284 


VY. OEWGIU Cel YWOOU 36, Ud L d JuUYWOOU 















































The One-Stop Source OF Supply] 


Chosen for the Filming of | Titler & Special Eitects kit 
Navy s South Pole Expedition 7 


"Operation Deepfreeze r 


AURICON PRO-600 | 
for 16mm Optical Sound - On - Film 
































Blimping Hood, Auto Parallax 
Finder with Magazine, Tripod 


Professional : 
- For producing the widest range of titles, trick films, cartoons, anima 
Picture Camera with tion, etc. Takes most types of movie cameras. Horizontal and verticle 
oon operation. Table adjustable north, east, south, west. Title board size 
Built-in Features 7Ve''x9,"" with tipping frame, overall dimensions 40°'x15*'x12 
weight 40 Ibs. Complete with ali accessories 
aieegumemeaneaes 
@ Twin lamps with reflectors for front and back illumination. ' 
@ Title card frame with platens at top and bottom. 
@ Distance scale to obtain correct setting of camera lens. 
@ Climbing title device produces any desired number of title lines. 
@ Turntable for rotating titles, small objects and other purposes. 
MODEL TG, II, 16mm... in oae 
MODEL TG, III, 16mm.......... osee Gans 
ge MODEL TG, IV, 16/mm ([illustrated)............$325 
: Write for illustrated brochure. } 
“Auricon Pro-600" with Lens I iil li Cring dy 





“Auricon Pro-600” with Single- The Moy 16 mjm & 35 mm 
Lens “C” Mount, Tele-Finder 


Objective, View Finder, Magazine Visible Edge Film 
Numbering Machine 





%* Self-blimped for completely quiet stu- 
dio operation. The whisper-quiet film Unnumbered 
flow of The ‘‘Auricon Pro-600°" is films cause 
silent proof of precision design. Your 
sound-recording microphone never 
picks up ‘‘Pro-600°' Camera noise! 


confusion and 
loss of time 


% 600 ft. film Magazines with Auricon- 
Electromatic Take-up for 16 minutes 
of continuous ‘*Talking-Picture’’ filming. 


% Synchronous Motor Drive for *’Single- 

















System'' or ‘‘Double-System’ Re- : 
cording. 
% Available at added cost is ‘‘Single- bs 
System'’ equipment for Optical Sound- The MOY Visible Edge Numbering Machine edge numbers every ' 
Track-On-Film, *"C-mount’’ Lenses, foot of 16, 17%, 35mm film and simplifies the task of checking } ~ 
Film Magazines, View-Finders, 3-Lens titles and footage. Replaces cue marks, perforations, messy c 
Turret, Critical Ground-Glass Focusing, fil Work ‘ 
_ Lens Sun-Shades, Tele-Finders, etc crayons, punches, embossing—does not mutilate film. ° 
“Auricon Pro-600" with Critical prints showing special effects, fades and dissolves require edge C 
Ground-Glass Focusing, 3-Lens Turret PRICES START AT $1165 numbering to keep count of frames cut or added. Multiple 
magnetic tracks in CinemaScope stereophonic recordings make r 
SOLD WITH 30-DAY MONEY -BACK GUARANTEE, edge numbering a MUST. Write for brochure. \ 
I 
You MUST BE SATISFIED! AMONG RECENT PURCHASERS ARE: ° \ 
With NEW 
’ Eastman Kodak Co., Rochester, N.Y j 
Write for free illustrated “AURICON PRO-600" literature and prices. General Film Labs., Hollywood, Calif Improved Non-Clog 
Reeves Soundcraft, Springdale, Conn 475 | 
° : American Optical (Todd AO), Buffalo ; 
Under rigorous Antarctica below zero tempera- Telefim, inc., Holywood, Calif Inking System $2 
ss H ” ; Consolidated Film Labs.. Ft. Lee, N.J 
tures, Operation Deepfreeze," cameraman Bill eee Ween ee hindi tii abies ae 
Hartigan's Auricon Pro-600 operated perfectly ee ee oe easily install the new and 
° * ° ene olumbia Broadcasting System, 4 
throughout the changing climatic conditions. Louis de Rochemont, N.Y.C improved inking system! : 





‘ 1] ORP Dept. F, 602 WEST 52nd St., NEW YORK 19, N. Y.—Phone: PL 7-0440, Cable: Sosound Ff 
e Ue Ue e Western Branch: 6331 Hollywood Boulevard, Hollywood 28, Calif.—Phone HO 7-9202 
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SAGES FOR TV ON FILM 


s PERSONALIZED MES 







Improve Your Film Titles 
with the Tel-Animaprint 


The first sensibly priced HOT PRESS TITLE 
MACHINE for high quality, fast lettering 
—the answer to economy and precision 
accuracy in film titling. Prints dry from 
colored foil for instant use. Acme pegs 
assure perfect 
acetate cells 
Animaprint 


registration on paper 
Prints all colors. TEL- 
tools for Top  Tech- 
niques—greatest dollar for dollar 
value in the industry. 


With New Heating Control Only $435 


or 





for Motion Picture Producers, 

Animators, Special Effects, Labs, 

TV Stations, Advertising Agencies, 
Art Depts., Etc. 


















Priced to fit the 
most modest budget! | 















TEL-Animastand is 
your answer to the 
many animation 
and special effects 
problems in Motion 
Pictures and Tele- 
vision. Embodies 
features of the 
photo enlarger, 
movie camera, mi- 
crometer and rail- 
road roundhouse. 
Optical effects such 
as pans, angles, 
zooms, quick close- 
ups and every 
variation for trick 
photography may 
be easily produced 
for cartoons, titles 
and stills with this 








TEL-Animastand with 





os . TEL-Anima sliding 
aes built TEL- cell board, rotated 
Animastand. at 45° 





All basic movements associated with high priced stands 
are incorporated. Accuracy is assured through precise 
registration of art work. Includes four Veeder Root 
counters which calibrate 18” north/south movement, 24” 
east/west travel, and zoom movements to the Art Table 
or Cel Board. The compound table can turn a full 360 

circle as well as travel to the front, back, or either side. 
A camera fitted to a movable counterbalanced vertical 
carriage photographs the art work. Will accept even the 
heaviest 16mm or 35mm camera (Acme with stop motion 
motor illustrated.) 


Among the recent purchasers are: 


TV Spot Service, Cedar Rapids, lowa 
Veterans Administration Hospital, Topeka, Kansas 
Boeing Airplane Co., Wichita, Kansas 


Basic Unit Only $2995 


TAKE ADVANTAGE OF S.O.S. TIME-PAYMENT PLAN 
Trade-ins Accepted . . . Send List. 








° Write for TEL-Anima Literature covering every need for animation 


“The Department Store of the Motion Picture Industry” 





9.0.5. CINEMA SUPPLY CORP. 


WESTERN BRANCH — 6331 


Hollywood Boulevard, Hollywood 28, 
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602 WEST 52nd ST, NEW YORK 19,N.Y. esr. rsx 
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ARRIFLEX 
AURICON 
Cameras: seit & HOWELL 
16mm CUNNINGHAM 
= MAURER 
MITCHELL 


















CINEFLEX 
CINEPHON 
EASTMAN 

















WALL 
AND ALL OTHERS 





accessories: 


TRIPODS 
LENSES 
FILTERS, ETC. 


PROJECTORS, 
BACKGROUND 
& STILL 















why buy? 


Greater savings on taxes...no main- 
tenance problems...no obsolescence 
loss... TOP RATED Equipment! 

e@ SWIFT SERVICE: same-day ship- 
ment of equipment by Air, Truck 
or Rail. 

@ A-1 CONDITION: all serviced and 
inspected by our own Shops. 

@ RENTED FOR USE ANYWHERE, 
in U.S., or by arrangement in for- 
eign locations. 

®e MAXIMUM TAX SAVINGS, no 
upkeep cost, no storage. 

® MODERATE RATES: by day, 
week, month, long-term lease ar- 
arrangement. 





HULCHER 
EASTMAN 
FASTAX 
PHOTOSONICS 








editing 
equipment: 


MOVIOLAS, SPLICERS 
REWINDS, 
COUNTERS, 
SYNCHRONIZERS, 
ETC. 














We Ship via Air, Rail or Truck 








$362 NORTH CAHUENGA BLVD 
NORTH HOLLYWOOD, CALIF 


Cable: GORDENT 


Serving the World 
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WHAT’S NEW 


In Equipment, Accessories, Services 








35mm Pan-Cinor Zoom 

The Benjamin Berg Co.. 
Van Ness Ave.. Hollywood 28, 
announces its distributorship of the 
Pan-Cinor “4” Zoom Lens for 35mm 
motion picture cameras, such as the 
Mitchell, Camerette. Bell & Howell and 
others. 

Varifocal range of the lens is from 
38.5mm to 150mm: aperture range, 
[/3.8 to £/22; focusing range 614-ft. to 
infinity. Price is under $2,000. 


1410 


No. 
Calif... 


Rental Equipment 

Camera Mart. Inc., 1845 Broadway. 
New York, N. Y., announces they have 
added several brand new Mitchell 16mm 
and Mitchell 35mm NC cameras and 
blimps to their rental department. 


Microphones 

Camera Equipment Co., 314 West 
13rd St.. N. Y. City, announces it is now 
distributing the complete line of world- 
famous AKC microphones imported 
from Austria. Descriptive, illustrative 
brochure is available for the asking. 


Non-arcing Lamp Socket 

J. G. McAlister. Inc.. 1117 No. Me- 
Cadden Pl., Hollywood 38, Calif., has 
patented a new, spring-loaded, toggle- 
operated socket which eliminates arcing 
on any type of bi-pole lamp. 

Besides arc prevention, new socket as- 
sures steady, noiseless light and increases 


globe life. All 5KW and 1OKW Me- 


| Alister lamps and skypans are equipped 


with the new socket. 


| New Hi-Speed Cine Lenses 


Wollensak Optical Co., Rochester. 


(Continued on Page 116) 











P&B PARADE OF NEW PRODUCTS 


F&B SPLIT REELS 
mH 





REGULAR 16MM F&B NEW 
ke PRICE REELS LOW PRICE 
- —~ $4.50 = 400’ $2.25 
6.00 800’ 3.00 
7.50 1200 3,75 
9.00 1600° 4,50 








SIMPLE SPLIT REEL METHOD SAVES 
TIME . . SPACE . MONEY 


You can project, edit, synchronize, clean and 
inspect film on cores, without rewinding by 
simply slipping them in F&B SPLIT REELS. 





CINE-COMPACTO JR. 


16mm Sound Continuous Value $498.00 
REPEATER PROJECTOR 

Featuring: 

Built-in screen 

800 ft. capacity 

Movie-Mite projector 

Excellent used condition— 

Complete with cases & covers 


F&B NEW LOW PRICE 
$179.50 


QUANTITIES AVAILABLE 





CAMERA SLATE 


11x14” 
CAMERA SLATE 


with clapstick 














DPAN Regular Price -......... $8.75 
DIRECTOR 
qr F&B NEW 
1) LOW PRICE 
- m $3.95 
F&B CHANGING BAGS 
ae a $23.50 


With double zipper—rubberized F&B New Low Price $13.95 


cover with zipper 





P&B NOMINAR 





1” £/0.95 LENS Regular 
“The Fastest Lens in the World"’ Price 
FOR ALL 16MM CAMERAS 

Hundreds being used successfully by $174.90 
@ Industrial film producers 
@ industrial TV circuits 
@ Police & Investigation Agencies F&B New 
@ Educational film producers 
@ Newsreels and TV features Low Price 
@ Army, Air Force & Navy 
@ Engineering, research & development $1 29.50 





Fa 
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J.G.Woc Alister Inc. 


The 











Newest, 
Lighting & Production Equipment. 


Most Advanced 


LIGHTING EQUIPMENT: 


Part No. Description List Price 
MO6000 Baby Keglite Head......... $ 73.50 
M63020 Baby Keglite Stand. 36.50 
M14000 Junior Spot Head . 117.50 
= M63000 Junior Spot Stand 43.00 
e M19000 Senior Spot Head _ 235.00 
% M63010 Senior Spot Stand. 49.50 
M19000 MO8001 Sky Pan Head (with switch)...... 107.50 
M61000 Single Bd. Hd. & Glass Diffuser 62.00 
M20000 Double Bd. Hd. & Glass Diffuser 105.00 
M64000 Indirect Floodlight..... . 320.00 
MO3000 5 Light Striplight........ . 141.00 
BARN DOORS: 
2 WAY 4 WAY 
Part List Part List 
No. Price No. Price 
M20000 Baby Keglite M58000 10.50 MS58001 17.00 
Junior Spot M58011 17.00 M58014 30.00 
Senior Spot M58021 30.60 M58022 50.00 
HANGERS, ETC.: 
Part No. Description 
M49107 Broad Hanget....................+. 22.00 
M51000 Low = Bracket..............ccceccceeseeeeeee 15.00 
M49006 Trombone Hangev....................... 27.50 
M54001 Pneumatic Hanget................... 44.00 
M58001 M54002 Through Hanget..........-...---+0+ . 22.50 
M49010 Hardwall Clamp 6.75 
M49103 Clothwall Clamp......... 5.25 
M49102 Wall Plate...... 3.50 





Write for complete brochures and price 


M49102 


lists. 





AUTOMATIC 


for 8mm-16mm combination 
& 35mm with the 
Exclusive PRESET SCRAPER! 


F&B NEW LOW 16mm $79.50 
35mm $104.50 


FLORMAN & BABB, 


45th Street, 


PRICE 


New YORK 36, 








SF LICER 


A PERFECT SPLICE 
EVERY TIME 


INC. 


N.Y. MU 2-2928 








ROBERT BURKS, A.S.C. (left) discusses a camera setup for ‘The 
Wrong Man" with producer-director Alfred Hitchcock on one of the 





\ 


\ 


the 170s used for booster light is being readied by an electrician. 
Except for Plus-X used on this and other day exteriors, balance of 


few daytime exteriors used in the picture. In background one of picture was shot with Eastman Tri-X. 


‘Hitch: Didnt Want It Arty 


“l want this picture to look like it had been photographed in 
New York in a style unmistakably documentary,” he told cinema- 
tographer Robert Burks when shooting started on “The Wrong Man.” 


By FREDERICK FOSTER 


MAGINE THE PHOTOGRAPHIC problems involved in shoot- 
| ing the re-enactment of a true story which demanded 
faithful delineation of events in the very locales in which 
they orignally occurred—locales that included interior of 
New York’s famous Stork Club. the Subway, Subway trains, 
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city jails, courtrooms, and the hallways, bedrooms, etc., of 


the subject’s modest cottage? 
Such an assignment marked the eighth consecutive pho- 
togrpahic undertaking by Robert Burks, A.S.C., for film- 


dom’s master of mystery and suspense, Alfred Hitchcock. The 
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story? “The Wrong Man,” which Hitchcock produced and 
directed for Warner Brothers. 

The story of “The Wrong Man” can be found in the 
newspaper files of the New York dailies. Here the dramatic 
events depicted in the film actually took place in 1953. 
Manny Balestrero, a Stork Club musician, played by Henry 
Fonda, is fingered by several witnesses as the man who 
held up a number of shopkeepers and a loan office. He is 
picked up by police and held to answer. As time passes and 
the hapless Balestrero becomes resigned to a prison sentence, 
the real bandit, resembling Balestrero in looks and stature. 
returns to the scene of an early holdup. He is recognized 
and captured. His confession exonerates Balestrero who is 
subsequently released. In the meantime, however, the or- 
deal has turned his wife into a mental case. 

Hitchcock personally introduces the picture on the screen 
with this statement: 

“In the past I have given you many kinds of suspense 
pictures. But this time I would like you to see a different 
one. The difference lies in the fact that this is a true story 
every word of it; and yet, it contains elements that are 


THE EFFECTIVE lighting which Burks accomplished with the portable 
lightweight Garnelites is evidenced in this shot of Henry Fonda, 
playing Manny Balestrero, in the custody of two detectives. 


ail 


“Wi. 





WHERE LARGER areas demanded full illumination, the tiny Garnelites 
served remarkably well, as evidenced in this interior of the actual 
liquor store which figured in the original robbery. 
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stranger than all the fiction that has gone into many of the 
thrillers that | have made before.” 

Since the picture was to be shot on original locales, Hitch- 
cock told Burks at the very beginning that he did not want 
it to look arty in any way. “I want it to look like it had 
been photographed in New York in a style unmistakably 
documentary,” he said. Perhaps remembering Bob Burk’s 
fine color photography on other pictures and the new pres- 
tige he acquired last year as a result of winning an Oscar 
for the photography of “To Catch A Thief,” Hitchcock 
said to him: “Perhaps you may not want to do this picture, 
Bob. I wouldn’t want the stark, colorless documentary treat- 
ment I expect to reflect on your reputation as a photog- 
rapher.” Burks reassured Hitchcock that if he was willing 
to risk his reputation on the picture, he’d gladly go along 
with him. 

Prior to starting production on “The Wrong Man,” Hitch- 
cock set up his headquarters at the St. Regis Hotel in New 
York, so that the picture could be planned and researched 
right in its Manhattan and Queens County setting. 

(Continued on Page 112) 





AGAIN with the small, portable lighting equipment, Burks achieved 
striking results, both in lighting the players and the set itself. 
The same unit was used for all location lighting requirements. 





AGAIN Burks’ versatility in employing the same lighting unit for 
a wide range of purposes is aptly demonstrated in this interior of 
the loan office where Fonda is recognized as the bandit. 
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LAMP-LIGHT and candle-light present peculiar problems of 
simulation. Such light is naturally diffused in quality and should 
appear coming from the direction and the level of the candle 
or lamp shown in the scene. 


VERY LIGHTING pattern in real life has its basic natural 
E source. In your living room, the light comes through 
windows by day, and from light fixtures by night. It is 
only natural, then, that scenes in motion pictures should 
appear illuminated by natural source lighting. The best 
cinematographers strive for this very thing in lighting a set. 

Such an arbitrary rule as “Follow the natural light source” 
is not. of course. the answer to every set lighting situation. 
but in the majority of cases if the cameraman re-creates a 
lighting pattern for the screen that approximates the lighting 
source natural to the room or locale in real life. he can 
hardly go wrong. 

The whole problem of motion picture set lighting becomes 
greatly simplified when a systematic approach is used, The 
principle key to the lighting of each sequence is the script 
itself. Even though the script writer may not have indicated 
camera and lighting directions in his treatment, certain 
moods are suggested by the action and dialogue and it is 
up to the cameraman to study these elements and translate 
them into terms of light and shadow. Further clarification 
of the mood and lighting key of specific sequences usually 
develops out of conferences between the cameraman and the 
director. Quite often, the director's interpretation of a se- 
quence may vary greatly from the mood indicated in the 
script, but since he is the one entrusted with actually staging 
the action of the film, his artistic viewpoint should be of 
prime concern to the cameraman when planning the lighting 
of the picture. 

Having decided the predominant mood and lighting key 
of each sequence, the cameraman is now charged with the 
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Natural Source 
Set Lighting 


Establishing the basic source of 
light is the first step in 
lighting the motion picture set. 


By CHARLES LORING 





A DAYLIGHT scene filmed indoors on the sound stage. Here 
strong arcs placed high poured illumination simulating sun- 
light on this realistic ‘indoor exterior’ for ‘‘Moby Dick,"’ photo- 
graphed by Ozzie Morris. 


responsibility of conveying these ideas to film. Here again 
the rule, “Follow the natural source,” comes into play. The 
establishment of the basic source is usually quite simple. For 
a daylight exterior sequence the source would naturally be 
the sun. For a similar sequence staged at night, the light 
source would be the moon, with possibly some electric light 
sources included, as in a street scene. For a daylight in- 
terior, the source would be daylight or the sun’s rays or 
both, coming through windows and doors. For a_ night 
interior, the basic source would be a lamp, chandelier, open 


(Continued on Page 109) 
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HOLLYWOOD 4-6131 





6040 N. Pulaski Road Jane Street 
Chicago 30, Illinois Fort Lee, New Jersey 
IRving 8-4064  &»&©=©=©—©6—6—6—0UU hong Acre 5-5978 








\ 


5 ¥ 


Af 
& 





FIG. 3—Plastic rod extending from ratchet is 
connected to zoom lens control arm (4) by yolk 
and pin. Plastic was used for construction be- 
cause of its light weight, simplicity of fabrication, 


FIG. 2—The ratchet points (1) hold zoom lever at 
desired position between each exposure. The clamps 
(2) and (3) are tailor-made to fit the Cine Special 
magazine. 


FIG. 1—Author's zoom lens control device 
mounted on Cine Special camera. Function is to 
enable zoom lens to be moved in accurate 
calibrated steps during animation photography. 


Zoom Effects In Animation 


High-quality effect shots for low-budget animated commercials 


made with zoom lens and graduated control on 16mm camera 


mounted vertically on title stand. 


NIMATION EFFECTS that require up- 
A and-down movement of the camera 
on the stand are often outside the range 
of the average producer of low-budget 
commercials. Because such effects re- 
quire costly equipment to produce, they 
are invariably blue-penciled out of low- 
budget animation scripts. 

The advent of the Zoomar lens for 
16mm cameras changed all this. With 
this versatile lens it is now possible to 
produce zoom effects using a simple 
vertical title stand for the camera. Be- 
sides the camera and the Zoomar lens, 
the only other piece of equipment re- 
quired is a gadget for controlling the 
zoom action in accurate calibrated 
steps for single-frame animation pho- 
tography. The one pictured in the 
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By JOHN HOKE 


accompanying photos is homemade and 
easily built by anyone handy with tools. 
A dollar’s worth of scrap plastic ma- 
terial, solvent for cementing the plastic 
pieces together, and a coping saw will 
enable anyone to make a similar gadget 
for his camera. 

Because of the wide range of cameras 
used in 16mm commercial film produc- 
tion, it is impossible to give exact de- 
tails for constructing the control device 
for each camera. In the case at hand, 
it was designed for a Cine Special and 
as this camera is widely used by 16mm 
film producers, the details that follow 
should prove of interest to a great many 
readers. 

For the Cine Special, the diagrams 
on opposite page can be followed in 
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fabricating the necessary parts for a 
control attachment. For other makes of 
cameras, the various fitting holes, shaft 
length, etc., should be carefully calcu- 
lated so that the finished job will 
“tailor-fit” the camera. 

The function of the device 
enable the camera operator to advance 
the zoom cycle of the Zoomar lens a 
fraction of an inch prior to each single- 
frame exposure of animation photog- 
raphy. The faceplate (A in diagram) 
has a series of 32 equally-spaced de- 
pressions (1 in Fig. 2) which are en- 
gaged by a button at the top of the 
lever F in the manner of a ratchet. The 
Zoomar lens control lever is connected 
to this by a rod D, as shown in Figs. 
1 and 2, and as this lever is advanced 


is to 











a notch it is held in place for the dura- 
tion of the ensuing single-frame expo- 
sure, until time to advance it another 
notch. Thus a complete zoom effect 
may involve a maximum of 32 single- 
frame exposures and consequently 32 
separate movements of the Zoomar lens 
control arm. From the author's expe- 
rience, the ideal zoom for short TV 
commercials involves but sixteen steps 
of two notches per single frame expo- 
sure. 

In constructing the device, particular 
attention should be given the calibrated 
face plate A, The 33 notches (32 plus 
one for the starting point) in the one 
illustrated were made with an 1-inch 
metal drill to the depth of the drill tip 
only. 

Before cementing the fittings on the 
extension shaft, tap the connecting hole 
through the Zoomar lens lever. (Easy 


to sustain the shock of a drill running 
wild over it!) First try several posi- 
tions for the fittings, held temporarily 
in place with masking tape, and then 
apply plastic solvent to permanently 
cement the parts in place. 

The photographs (Figs. 1 and 2) 
show the calibrated plate A clamped 
to the magazine of the camera by two 
“L-shaped plastic brackets, (2 and 3, 
Fig. 2). As a snug fit should be 
achieved, these should be cut after 
measuring the area they must cover, 
i.e., the Cine-Special magazine housing 
plus the thickness of the plate (14”). 
The finished brackets are cemented to 
the calibrated plate, as indicated at A 
in the diagram. Because the calibrated 
plate is not a permanent fixture on the 
camera, and must be removed when 
film is changed, it is secured to the 
camera with a long strip of masking 


edge of the film magazine—from under- 
neath the magazine, around the butt 
end (over the two plate brackets), and 
up the diagonal edge of the magazine. 

The pointed arm F that ratchets 
along the calibrated perforations, is held 
in place with a snug-fitting capped plug 
inserted through the pointed arm, and 
cemented to the calibrated plate. Care 
should be taken that the arm is free 
to move, but snugly flush with the plate. 
Avoid the risk of cementing the arm 
inadvertently, when applying solvent to 
the capped plug in the plate. 

The little ratchet point in the end of 
the pointed arm can be just a button 
of plastic cemented to the tip where it 
will fall in place in the ratchet holes 
in the calibrated plate, as the pointed 
arm is moved; however, this can be 
made flexible and spring-loaded in the 
manner diagramed. The button of 














does it! That’s mighty expensive gear tape. This extends around the outer (Continued on Page 108) 
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designed for rapid dismantling and the assembled device may be 


FIG. 4—Components of zoom lens control device designed especial- 
quickly mounted or removed from the camera. 


ly for the Eastman Cine Kodak ‘‘Special’’ camera. All parts are 
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Romance never dies 
on the wide, wide-screen 


Audiences truly live the lives and loves of their favo- 
rites as they see them on the wide, wide-screen. For 
here, as they sit in the theatre, is escape . . . freedom 
from the humdrum. New technics in production, proc- 
essing and projection are responsible . . . new horizons 
achieved by an ever-searching industry working in 
co-operation with the Eastman Technical Sepvice for 
Motion Picture Film. 





Motion Picture Film.Department 
EASTMAN KODAK COMPANY 
Rochester 4, N. Y. 


Branches at strategic centers. Inquiries invited. 
East Coast Division Midwest Division 

42 Madison Avenue 130 East Randolph Drive 

New York 17, N.Y. Chicago ], Ill. 


West Coast Division 
oVACToMNTolalioMuteliliaed inze, 
Hollywood 38, Calif. 








FILMING BABY DOLL’ 


Boris Kaufman, who photographed the production, 

describes some of the problems encountered in 

shooting the greater part of the picture on an 
abandoned southern plantation. 


By BORIS KAUFMAN, A.S.C. 


HAT IS THE main problem con- to approach each new subject with a 
fronting a cinematographer start- fresh viewpoint; to avoid the same pat- 
ing a new picture? To me it has always terns applied in previous pictures. 
been the same; to establish a style of The story of “Baby Doll,” which Elia 
photography most compatible with and Kazan produced and directed for War- 
complimentary to the theme of the story; ner Brothers’ release, didn’t fit into the 
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HUGE SCRIM is held by grip to soften sunlight fall- 


ing on actors Eli Wallach and Carroll Baker, Cam- 
eraman Kaufman and Director Kazan ride camer 
dolly as it moves with walking players. 
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DIRECTOR Elia Kazan forms frame with 
hands to show cinematographer Boris Kauf- 
man, holding finder, how he wants a scene 
lined up for “Baby Doll.’’ On bed is Carroll 
Baker, who plays title role, and beside her, 
Karl Malden, who plays her screen husband. 


conventional forms of comedy or melo- 
drama. The story is better described, 
perhaps, as a tragi-comedy in which 
every dramatic situation is offset by a 
grotesque twist, and every comedy scene 
underscored in tragic overtones. The 
problem was: how to give visual trans- 
lation to all this, using lights, camera 
and film. There was no easy answer to 
it. 

“Baby Doll” is basically a story of 
violence and action which takes place 
somewhere in the south of today—a 
modern drama in the delta lands in 
which a young girl stirs to the demands 
of womanhood and revolts at an uncon- 
sumated marriage. Paby Doll, played 
by Carroll Baker, is the voluptuous, 
scornful bride of loutish Archie Lee 
(Karl Malden). She seeks romance in 
the embrace of a suave, dominant cot- 
ton gin operator and brings about a cli- 
max of murderous rage and frustration 
when her husband becomes suspicious. 
The time lapse for the entire plot is lit- 
tle more than 48 hours. 

An old plantation one and one-half 
miles east of Benoit, Mississippi, was 


selected by Kazan and Tennessee Wil- 
liams as the ideal site for filming the 
drama. The plantation house, known as 
the Old Burras Place, stands on the now 
deteriorated Hollywood Plantation—so 
named because of the quarter-mile lane 
of huge holly bushes that leads to the 
house from the main road. 

The hundred-year old house has stood 
vacant for the past 25 years, and like 
most locations it posed a real challenge, 
photographically. To enhance the set- 
ting, the company added a breeze-way, 
an outdoor kitchen, a plantation bell, a 
well, and a venerable Pierce Arrow mo- 
tor car of undetermined vintage—a sym- 
bol of the plantation’s early-day gran- 
deur. 

I employed a light-comedy style of 
lighting and camera treatment for the 
opening of the picture, where comedy 
predominates. Then the same_ white- 
washed walls of the sets become grayer 
and more bare as the story progresses. 
I treated the long sequence of action of 
the mid-afternoon — encompassing the 
yard, swings, porch, etc.—in dreamy, 
soft light accented with some menacing 
touches. Contrasted with this was the 
chase through the house in eery, fan- 
tastic light and shadow; the dinner scene 
in heavy dramatic style, and finally, 
when Archie Lee goes mad and shoots 
at shadows, the pictorial mood (the 
lighting) changes to extremely low key 
so that shadows virtually have more 
body than real objects. Thus was fol- 
lowed a pattern of several moods blend- 
ing into each other, or changing sud- 


denly at precise moments to lend dra- 
matic impact. 

The difficulties and advantages of lo- 
cation shooting had to be faced con- 
structively and realistically. The physi- 
cal aspect of the location, situated as it 
was in the deep south, imposed shapes 
and colors of various degrees. The vari- 
ables in light and weather had to be 
brought under control in order to main- 
tain consistency of mood. The matching 
of location interiors later with those 
filmed at the studio had to be carefully 
handled. Such scenes as were shot out 
of continuity had to be remembered in 
detail so that the same mood could be re- 
created when shooting of the balance of 
the sequence was resumed later. 

Then there were the problems of cre- 
ating visually the feeling of a warm 
afternoon when actually it was bitter 
cold; of shooting day scenes at night; 
and the precise lighting and composi- 
tion that had to be employed in order 
to shoot a number of interiors facing 
the outdoors, alternately in sun, rain, 
fog and the darkness of night. 

One of the more challenging sequences 
began when Eli Wallach, playing the 
amorous cotton gin operator, discovers 
the strange world of Baby Doll. He no- 
tices at once the decrepit Pierce Arrow 
car standing in the yard with vegetation 
growing through its floor boards. Baby 
Doll thinks he wants to play chauffeur 
and the two climb into the car. At this 
point we ran out of daylight and I was 
faced with the problem of lighting the 

(Continued on Page 106) 








KAUFMAN and Kazan, behind camera, discuss 
lineup for a shot of Wallach and Miss Carroll on 
rickety staircase of decrepit southern mansion, scene 
of much of picture's dramatic action. 


SHOOTING action on stage of Warner Bros.’ Brook- 
lyn studio. Here was re-created the entire second 
floor of old southern mansion, which required care- 
fully-matched lighting to maintain mood. 
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GAFFER-IN-THE-RAFTERS' view of Carroll Baker 
receiving last-minute touchup on make-up be- 
fore Boris Kaufman's camera starts to roll on a 
dramatic closeup of star for “‘Baby Doll." 
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THE CINEMIRACLE CAMERA—actually 





three cameras 
Corporation, center camera records the middle segment of the picture. 


Built by Mitchell Camera 


Vertical mirrors at 


in one. 


either side of center camera lens pick up the left and right hand sections of the picture, 
which are recorded by the left- and right-hand cameras. 


CINEMIRACLE 


A three-camera wide-screen system that achieves 
smooth blending of lines of demarcation between 
panels and requires but one projection booth. 


By JOE 


INEMIRACLE is the newest of wide- 
C screen motion picture systems that 
have been developed in recent years to 
meet the exhibitors need for a 
look” in film presentations, Reduced to 
simple terms, Cinemiracle employs a 
three-cameras-in-one photographic unit, 
and three projectors interlocked in a 
single projection booth. Each projector 
one-third of the huge 


“new 


eover;rs screen 


AMERICAN CINEMATOGRAPHER 


HENRY 


area, with the three panels (picture seg- 
ments) smoothly vignetted at the mar- 
gins to create one elongated picture 
that covers a full 146° of the horizon. 


Nearest thing to  Cinemiracle _ is 
Cinerama, which preceded it. Unlike 
Cinerama, only one projection booth 


instead of three is required, and the 
blending of the lines of demarcation 
between the picture segments is pretty 
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near perfect, so that you see a single 
super-wide picture on a large, slightly 
curved screen. Jiggle between the three 
picture segments is non-existent, At 
least it was in the demonstration screen. 
ings held in Hollywood last month; and 
judging from the engineering that has 
gone into the projection setup, there is 
no doubt that) Cinemiracle has this 
bugaboo licked, 

As early as 1952, National Theatres 
commenced development of this new 
process, when it placed the company’s 
Chief Engineer, RK. H. McCullough, in 
charge of a research program aimed 
at creating an entirely new principle of 
camera and projection technique. 

Shortly after he became President of 
National Theatres in November, 1954, 
Mr, Elmer C. Rhoden stepped-up and 
expanded the research program, not 
only on the projection phase, but also 
in the development of a multi-panel, 
three-lensed camera, 

Within a few month’s time, National 
Theatres acquired world wide exclusive 
rights to the Smith-Dietrich patents 
covering a new electronic lens system 
developed by the Smith-Dietrich Cor- 
poration, The combined projection and 
camera systems were then named “Cine- 
miracle.” 
camera units with the Mitchell Camera 
Company. The cameras were equipped 
with the electronic control systems de- 
veloped by National Theatres, and the 
Smith-Dietrich lens systems which are 
the secret of Cinemiracle’s photographic 
perfection, 

The Cinemiracle have 
achieved further perfection of picture 
quality through the use of mirrors, both 
on the camera unit and in projection. 
Klectronic the three 
ing units of the Cinemiracle camera, 
mounted as a single mobile unit and 
meshing as one, are so synchronized 
and perfectly adjusted that each scene 
is photographed on three individual 
strips of 35mm_ film and partially 
blended at the margins to eliminate the 
line of demarcation. Further vignetting 
in the printing completes the blending. 
so that the picture appears on the screen 
without joining lines at any point. 

But more important, because of the 
unique system of shooting with mirrors, 
there is no bending of horizontal or 
angular lines at the panel margins, as 
with other three-film systems, The cen- 
ter camera (see photograph ) 
the center picture panel — directly 
through the lens of the camera. The 
two side cameras, each set at an angle. 
photograph the left and = right hand 
sides of the scene which are reflected 
in the mirrors. 

The camera lenses provide a depth 
of field from 3 feet to infinity at the 
average working aperture. Some excep- 
tional underwater shots made with the 


Orders were placed for two 


engineers 


lenses on record- 


records 














oe 





— 






ao 





CLIP OF Cinemiracle film, showing 6-sprocket 
picture area. Three films such as this are 
required to produce the wide screen Cine- 
miracle picture. Arrow points to edge 
which receives special vignetting in the 
photography and printing. 


camera, using Eastman Color negative 
exposed at [/2.8, were screened during 
the recent Hollywood demonstration. 
But it was the edge-to-edge sharpness 
that marked all types of shots made 
with this camera that was impressive. 
Whether it was their aim or not, Cine- 
miracle’s engineers have finally evolved 
a three-film widescreen process that is 
admirably suited to the photography 
of dramatic stories in addition to the 
travel and trick stuff which marks the 
usual three-film presentations. 

As with any three-camera filming 
system the consumption of film for any 
type of production is high. In addition 
to the three cameras, each requiring a 
separate load of film, the film travels 
through each camera, which has a six- 
sprocket pulldown, at the rate of 116 
feet per minute, 

For panning and tilting, the three- 
camera unit has been carefully bal- 
anced so that it may be used on almost 
any of the conventional heavy-duty 
tripod heads or mobile camera mounts. 
Because of the interlocked electronic 
control of the lenses. follow focus shots 
are simple to make, the three individual 
lenses responding to the remote control 
with infinite accuracy. 

Just as the three Cinemiracle cam- 
eras for the photographic process are 
mounted on a single standard as an 
integrated filming unit, the three pro- 





WITH THE CINEMIRACLE camera mounted on a novel ‘“‘dry-land"’ sled, director of pho- 
tography Joseph Brun, A.S.C., crouching, checks focus before starting a shot for ‘‘Cine- 
miracle Adventure,"’ first feature film being made with new system. 


jectors necessary for showing the films 
are housed in a single booth. As with 
the cameras, the center projector 
screens the center panel of the three- 
section picture. The left and right hand 
panels are projected with the machines 
set at right angles to the center projec- 
tor and project the image into adjust- 
able angular mirrors. The fine mi- 
crometer adjustment on these mirrors 


are an important factor in achieving 
the fine blend of margins of the three 
projected images so that they join 
smoothly into one large wide-screen 
picture. 

All three projectors are equipped 
with giant 8,000-foot reels and, as in 
the cameras, the film travels at the rate 
of 146 feet per minute. The sound 

(Continued on Page 104) 











CINEMIRACLE PROJECTOR setup is similar to that for cameras. Machine in center projects 
straight on while machines at either side, set at right angles, project picture on angular 
mirrors (arrows), which reflect images to screen for left- and right-hand panels of the wide- 
screen picture. 
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Religious Films — A Major Industry 






Producers of evangelical films for churches and 
television employ the best of professional techniques. 


By CLARENCE 
|" YOU ARE an avid watcher of televi- 
sion, you know that religious pro- 


grams have increased both in scope and 
number within the past few years. Most 
of these originate on film. Today, the 
production of religious films is a major 
segment of our motion picture industry. 

Quietly, almost unobtrusively, what 
was virtually an amateur movie making 
activity a few years ago now ranks in 
importance with the production of busi- 
ness, industrial, educational and training 
films. 

Most of the religious films made to- 
day are produced by one of several 
long-established professional film pro- 
ducers. One college, the Bob Jones Uni- 
versity, turns out a number of important 


EACH DAY'S WORK on the set begins with a prayer whenever 
shooting is in progress on “This is the Answer" series produced by 
Here the Rev. Paul M. Stevens (middle center) leads 


Family Films. 





DUNCAN and 


religious films yearly, using its highly- 
trained student personnel; still other 
films are made by church-organized film 
production staffs. But by and large, to- 
day’s religious films are “studio pro- 
duced” with all the care, pre-planning 
and use of professional production per- 
sonnel that goes into the making of ma- 
jor motion pictures. 

“Television is the church’s atomic-age 
vehicle for putting into effect John 
Wesley’s 18th century tenet that ‘the 
world is my parish’ ”, Methodist Bishop 
Donald Harvey Tippett of San Fran- 
cisco said recently. 

That’s one way of saying that here is 
a way to graphically point out the Chris- 
tian approach to the world around us. 





ROBERT M. 


technical staff and players in prayer. 
Mitchell camera, is director of photography Walter Strenge, A.S.C., 
veteran photographer of several TV film series. 


BASSETT 


There is a Christian manner of dealing 
with life’s problems and vast numbers 
of people are not familiar with it—many 
of them Christians. 
The Radio and Television Commis- 
sion of the Southern Baptist Convention, 
literally assigning itself the most diff- 
cult job in the entire denomination, de- 
cided to make a dramatic entrance into 
the field with a series of motion picture 
films based on the parables of Jesus. 
That was early in 1954, and at that 
time there seemed no possibility of 
launching a TV series without a large 
windfall of money from somewhere. 
Several film companies on the West 
Coast and in other parts of the nation 
were queried about producing films 


In background, to left of the 
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RELIGIOUS FILMS produced by Family Films receive the same meticu- 
lous lighting and photography that characterizes the best feature 
films produced in Hollywood. Scene at left ‘s from “‘The Rich Fool,’ 


based on parables but dealing with con- 
temporary people in modern situations. 
Family Flms, Inc., Hollywood, Califor- 
nia, created the best impression, partly 
because of past experience in the pro- 
duction of films having religious themes. 

Family Flms announced the cost of a 
single 30-minute pilot film would be 
$27,500. On faith and little else, the 
parable of the prodigal son was made 
into a picture called “This My Son,” 
story of a rancher and his two boys, one 
wayward and one a steadfast, homebody 
type. Although simple in plot, its im- 
pact was tremendous. 

For instance, when the film was of- 
fered for rental in Baptist Book Stores, 
an Indian missionary working near 
Phoenix, Ariz., took a print of “This 
My Son” for showing on an Indian res- 
ervation. A total of 200 Indians _pro- 
fessed faith in Christ following a single 
showing of the film. 

Such spectacular results are not al- 
ways the case, of course, but it is an 
indication of the effectiveness of the 
medium of the screen in religion. And 
spiritual results are the cones most 
sought, although if a film pays for it- 
self through rentals, this money makes 
it possible to produce more films. 

The decision to produce only in 
35mm and color was made with the 
production of the pilot film in the se- 
ries, which was subsequently called, 
“This Is The Answer.” This was done 
with one eye cocked on the anticipated 
growth of color TV in the immediate 
future and because of the improved 
technical quality which comes with color 
photography. 


The Rev. Paul M. Stevens, director of 
the Radio-Ty Commission, is completely 
sold on television as an evangelistic me- 
dium. And he has come close, in his 
three years at the job, to convincing 
Southern Baptist leaders that TV is 
worthy of their attention. 

“We know now that the timelessness 
of the Scripture needs only its own mes- 
sage to hold an audience,” he says. It 
is on this basis that he plans to lead 
out in the continued production of 30- 
minute dramatic situations on film 
which will challenge the viewer to a 
better life. 

While the entertainment value of a 
film must be taken into account, Stevens 
has set these requirements on each: 

(1) The films must be on a family 
level, (2) they must remain true to the 
New Testament account, (3) the Word 
of God must be read in each produc- 
tion and (4) the plan of salvation must 
be woven into each plot. 

Eventual goal of the Commission is 
to produce 26 of the dramatic films an- 
nually. The money for this expensive 
project ($650,000 for production only) 
must come from sources outside the 
yearly allotment from the denomination. 

Southern Baptists operate financially 
through what is called the Cooperative 
Program. This fund, which receives 
some $13,000,000 each year from the 
more than 30,000 Southern Baptist 
churches in 44 states, is then distributed 
on a percentage basis among 18 of the 
19 agencies. 

The Radio-Ty Commission comes in 
for slightly more than two per cent of 
all money received up io a certain point. 
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based on Bible story by same name. Scene above is from ‘This 
My Son,” in the “This Is the Answer" series being produced for 
Southern Baptists and photographed by Walter Strenge, A.S.C. 


Total allotment was $125,000 in 1954 
with sizable increases to the present. 
Still, it was not possible to actuaily 
budget television films until 1957, al- 
though outside revenue made it pos: 
sible to produce seven original films 
and revamp six others for the initial 
series. 

When the 13 films were ready to be 
shown on television, a gala premiere was 
set up in New York City at the Nor- 
mandie Theater for the press and re- 
ligious leaders. This was April 5, 1956. 

The sendoff was designed to interest 
stations across the country in Southern 
Baptist TV films. It achieved its pur- 
pose admirably. One thing was learned 
quickly—TV stations are eager to run 
quality religious films on a sustaining 
basis in a good time slot. 

To date, films in the “This Is The 
Answer” series have been televised on 
a total of 115 major stations of the 
nation’s total 600. True, the surface 
of what can be done has only been 
scratched—but by January 1, 1957, the 
series had been viewed by an estimated 
45 million persons. 

It costs $1,000 a viewing minute to 
produce and distribute one religious 
film. And yet, every week there is a 
potential viewing audience of 10 mil- 
lion individuals who receive all sorts of 
messages as they relax in their own liv- 
ing rooms. This is the most effective 
means of mass communication yet de- 
vised—and Southern Baptists mean to 
make use of it to the hilt. 

The television efforts and accomplish- 
ments of this denomination cannot be 

(Continued on Page 107) 
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BEFORE YOU can get shots in their correct order the first task is to weed out 


all unusable footage. 
pin on your film rack. 


Cut it out but don't throw it away. Save it all on one 


Cut Without Chaos 


Simple, systematic approach can eliminate wear 


and tear on film and nerves alike. 


By 


UTTING AND confusion are too often 
aden eee Amateurs who pride 
themselves on their systematic approach 
to scriptwriting, direction and camera- 
work seem to regard editing as an ex- 
cuse for a tangled jungle of film. With 
footage looped over their shoulders they 
sit hacking at the shimmering coils 
that surround them; and every time 
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they get to their feet, they hear that 
most agonizing of sounds, the crunching 
of an original underfoot. (Prints, oddly 
enough, never have quite the same 
heart-rending crackle.) 

No wonder that editing is the least 
popular of processes with amateurs. Any 
job that appears to involve such ardu- 
ous and complex work is bound to be 
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reluctantly approached and hastily exe- 
cuted. There are probably more good 
scripts wasted through poor editing than 
through any other single cause. 

Yet there is no excuse for chaos in a 
cutting room. A simple systematic ap- 
proach can eliminate wear and tear on 
film and nerves alike. After a little ex- 
perience cutting can be as straightfor- 
ward a routine as any other phase of 
film production. The problems posed by 
editing differ with every film; but the 
basic system can and should be the 
same. 

Confronted by a thousand feet or so 
of uncut film, the average amateur 
movie maker tends to panic, snipping at 
sequence after sequence in a desperate 
attempt to reduce the mass before him. 
Routine procedure, though it may seem 
slower at first, is a safer and surer 
method. 

Let’s assume the whole film has been 
run a few times, and that you're now 
familiar with the material, Let’s assume. 
too, that you've followed your shooting 
script as closely as possible. (My sug- 
gestions on the approach to unscripted 
material were published in the March, 
1955 American Cinematographer.) 

Before you can get the shots into 
their correct order, the first task is to 
weed out all the unusuable footage. Run 
through the whole length on an ani- 
mated viewer, and watch out for tech- 
nically unacceptable material. Cut it out 
—but don’t throw it away. Save it all 
on one pin of your film rack. 

While you're getting rid of this “dud” 
stuff, make your choice between any 
retakes at the same time. Hang the un- 
wanted takes together on another pin. 

Incidentally. if you haven’t film racks. 
it only takes a few minutes to make your 
own. A strip of thin wood, two or three 
dozen small nails driven through from 
the back (or you can use old gramo- 
phone needles) and the job’s done. 
Numbering the pins is a useful refine- 
ment; and if you can rig up two or 
three lamps behind a sheet of frosted 
glass below the rack, so much the better. 

Alternatively, if you're working by 
daylight you can hang the rack across 
a window. A bag or bin to protect the 
dangling film from dust is another use- 
ful accessory, as it means that you can 
throw a cloth hood over the rack and 
leave your shots on the pins from day 
to day. 

Once you've removed all the material 
you re not going to use, prepare to cul 
all the shots into the order dictated by 
the script. At this point you've only 
used two pins of the rack, and the rest 
of the film is still on one large reel. 

(Continued on Page 104) 





CLOSE YOUR EYES...and dream into our 
exe picture softer, more natural colors than you 
ever thought possible... 





2 Now! OPEN YOUR EYES to marvelous new 
z 16mm ANSCOCHROME...the color film that 
adds that brilliant, glorious full-range color 
: to your movies. Treat yourself, now, to 








, memories that move and live 
\ in full rich color by ANSCOCHROME! 





I. 50’ Magazines 
ANSCO, BINGHAMTON,N.Y.A DIVISION OF GENERAL ANILINE AND FILM CORPORATION 100’ Rolls 
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to their scenic films. 


ABOVE PHOTO, which won George Eastman 
medal for Tom Chak, Hong Kong, illustrates type of pictorial com- 
position which 8mm and 16mm movie makers can profitably apply 
High camera angle, unusual lighting were 
major contributions to this successful pictorial effort. 


exceptional 
Gerald Walter 





Memorial Award 


Do Your Movies Lack 
Good Scene Composition? 


By JAMES 


OOD PICTURE COMPOSITION is an all- 
G important part of movie making, 
just as it is with still photography. Yet 
it is a phase that is much too frequently 
neglected by the amateur movie maker. 
and sometimes even by the filmer of 
considerable experience. 

While there are many things that 
comprise an inspiring picture composi- 
tion, their exact nature is somewhat elu- 
sive, and decidedly variable, and to at- 
tempt establishing “typical” character- 
istics applicable in all instances is a 
dificult, if not foolhardy task. As soon 
as one apparently hard and fast rule to 
a pleasing scene composition is formu- 
lated, it seems some obvious and _ per- 
haps unaccountable exception is sure 
to occur that directly opposes the orig- 
inal thought on the matter. Because of 
the usefulness of endeavoring to “pin- 
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point” just what constitutes a good pic- 
ture composition, the writer, under- 
standably, can only hope to discuss in 
general terms these properties. Never- 
theless, in spite of occasional cause for 
deviation from the rule, mere mention 
of some of the usual oversights will 
a guide to the movie maker 
avoiding compositional 


serve ¢ 
desirious of 
shortcomings. 

To begin with, don’t settle for the 
first composition sighted through the 
camera viewfinder without considering 
other possibilities. Even a slight change 
of position to the right or left, up or 
down, can alter the final effect im- 
mensely, as can moving in for a close- 
up, or away for a more distant shot. 
Strict attention to such detail is par- 
ticularly important to scenes at close 
range. but not to be overlooked in any 
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UNIQUE background and shooting at right time of day gave 
pictorial 
and won for him a $300 
Kodak's National High School Photographic contest. 





17-year-old 
in Eastman 
It illustrates 


to this photo by 
prize 


emphasis 


what the cine cameraist should look for in pictorial composition. 





type of filming where the subject is to 
be portrayed to very best advantage. 

On occasion it may be difficult to de- 
termine exactly wherein the center of 
interest of a proposed picture lies. This 
could well indicate there is justification 
for two or more separate compositions, 
and one sure way for the well-meaning 
but uninformed movie maker to defeat 
his better intentions is to try combining 
several scenes into what should be one. 
An error of this nature is probably more 
likely to occur in connection with the 
scenic variety of shot than any other. 
While panning, if done smoothly, may 
serve admirably in such situations, it is 
the kind of effect that must be used with 
reservation in good motion picture 
practice. Fixed camera positions, widely 
chosen, always provide the opportunity 
for diversified vantage points and a re- 
freshing approach to the subject and its 
central theme. 

Another frequent mistake of the ama- 
teur involves scenes where people more 
or less predominate. In a good compo- 
sitional arrangement, would they appear 
to best advantage when placed in the 
direct center of the picture, or in a right 
or left-hand portion, and in a top or 
bottom segement of the scene? Where 
the scene is comprised chiefly of a sin- 
gle individual, placement of the subject 
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in the absolute center of the composition 
is an almost unforgivable error in the 
artistically inclined movie maker’s hand- 
book. Generally speaking, head-on close- 
ups will be found best with the face 
positioned a trifle above the central 
axis, and sometimes very slightly off- 
center to the left or right. This is also 
applicable to profiles and semi-profiles, 
but more distant shots often demand 
more drastic placing of the subject if 
the full potential of the scene is to be 
realized. In such cases, the person should 


advisably “look into” the picture, not | 


“out of” it. To be explicit, this means 


that an individual facing to the right, | 


or in the general direction of right. 


would be placed to the left of center of | 


the composition, and vice versa. 

A parallel relationship 
course, with respect to positioning the 
subject in top or bottom segments of 
the picture. One person, or a group of 
persons, posing in “family album” style 
affords the type of scene that is. on rare 
occasions, tolerable for its documentary 
aspects. While somewhat formal. obvi- 
ously-posed scenes of this nature are, 
in certain instances, excusable in a mov- 
ie film. 

Closeup or long shot? Another com- 
mon stumbling block to good picture 
composition handicapping the amateur 
involves distance from camera to sub- 
ject. Although the tendency to err in 
this fashion is perhaps not so great 
where the usual scenics or pictorials are 
concerned, again, it is when people con- 
stitute an important part of the compo- 
sition that the less-experienced movie 
maker is likely to go astray. Result is 
that scenes intending to emphasize the 
human element are photographed at 
25 or 50 feet from the subject. whereas 
they should be filmed from a distance 
of but 10 or 15 feet, if not in closeup. 
Even in everyday Ife. when something 
fascinating strikes the eye. it is only 
natural to want to move in for a closer 
look. Why not do the same in your film- 
ing activities ? 

What applies to scenes where people 
are participants. applies also to a large 
extent to shots that include animals, 
birds, flowers. etc.. whenever practica- 
ble. Thus, if such an object is the cen- 
tral attraction in the scene being por- 
trayed, it should be given a place of 
prominence in the composition. Where 
that object is just secondary in impor- 


exists. of | 


tance to the view being filmed it is | 


rightly made to occupy a subdued posi- 
tlion in the arrangement of things. 

A simple. sometimes subtle. suggestion 
of life or activity is often all that is re- 


quired to enhance the value of scenics 


or pictorials. 


Never allow the horizon line to split | 


the composition through the middle. 
Poor balance is the result of such equal- 
ized dividing of the view, a fault appar- 





Editing as Pro’s doit... 
... on an Amateur’s Budget! 


The really creative part of making 
movies is rearranging scenes and 
sequences into a smooth, interesting 
show. But you need the right tools to 
help your skill and judgment. 

The CRAIG PROJECTO- 
EDITOR with its brilliant 344” by 
4%” screen, Master Splicer, 400-ft. 
capacity rewinds, frame marker and 
focusing and framing adjustments is 
just right for the job whether you use 
8mm or 16mm, color or black and 
white, sound or silent. This way you 
see what you’re doing when you cut 
and splice. 

First you trim out the unneeded 
ends and leads and not by guessing 
but at exactly the right frame. You 
separate the scenes taken at different 
times of different subjects and with 
various camera positions and angles. 
You put related scenes together and 
distracting ones where they belong. 
Finally you splice your scenes and 
sequences into an entertaining show 
that will hold your audiences. 


Old prints with damaged frames or 
out-of-date scenes can be salvaged 
and used with your new productions. 
You cut out what you don’t want and 
permanently splice the good pictures, 
with new or old prints, to modernize 
your work. On the CRAIG 
PROJECTO-EDITOR you can even 
show whole films on a desk without 
the trouble of setting up a projector 
and screen. 

The PROJECTO-EDITOR’s 
hooded screen lets you view comfort- 
ably in a lighted room. Its dual cool- 
ing system lets you study single frames 
indefinitely without damaging your 
film. The film threads straight on a 
stainless steel guide that doesn’t touch 
the pictures. The Craig Master Splicer 
and Craig #7 film cement weld 
smooth splices stronger than the film 
itself. Folds into its own handsome 
carrying case 144%” by 842” by 812”, 
weighs 101 Ibs. and costs only $79.50 
for either the 8mm or 16mm model. 
See it and try it at your camera dealer’s. 


THE KA Z AKT COMPANY, INC. 


PLAINVILLE, CONNECTICUT 


Producers of Precision Photographic Products since 1930: 
Flash Units, Rangefinders, KALART and CRAIG Movie Editing 
Equipment, VICTOR 16mm Sound Equipment 
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ment part is available. 


® Miller equipment is used throughout the world by leading photographers, film and 
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Senior ‘‘C’’ Model (not shown) 
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ent immediately even to the untrained 
eye. Aim the camera to place the hori- 
zon, where visible, in either the upper 
or lower portion of the scene, not 
through the center. It is significant, also, 
that this line be perfectly straight. Too 
frequently this fundamental law of pho. 
tography is broken, and the easily avoid- 
able shortcoming is completely ignored 
by the amateur movie maker. While 
there may be times when, for an un- 
usual or dramatic effect, the horizon 
must necessarily be slanted, novel views 
of such category should be used very 
sparingly, and only with the utmost dis- 
cretion. Neutral surroundings, in which 
the horizon line doesn’t appear at all, 
are often most preferable, having de- 
cided advantages. With closeups, par- 
ticularly, the mere proper tilt of the 
camera can entirely eliminate the hori- 
zon from the scene, banishing, as well, 
other undesirable, extraneous matter. Fa- 
voring such a plain background as one 
composed solely of sky, water, sand, 
grass, or the like, ridding the picture 
of distracting and superfluous detail, 
automatically focuses attention on the 
principal subject. The result is a scene 
pleasing in its simplicity, a welcome con- 
trast to more involved renditions. 

Placement of an object, or several ob- 
jects, in the foreground of a setting. or 
similarly “framing” it, is an old trick 
employed by the veteran filmer to lend 
3-dimensional perspective to a view. If 
Mother Nature has not already provided 
suitable “props” for the occasion at the 
preferred shooting site, often they may 
be improvised or created artificially. For 
example, having an assistant dangle a 
small pine branch a few feet in front of 
the camera, from a point just outside 
lens range, will lend an appropriate illu- 
sion of depth to a distant and otherwise 
drab lake scene. Indoors a familiar ar- 
rangement of common household items 
as that of a lamp on a table might well 
be used to supply the sought-after 3-D 
effect to improve, say, a homey living 
room sequence. Sometimes, planning to 
allow the foreground props io appear in 
silhouette or near-silhouette form in- 
creases still further the semblance of 
depth in the picture. 

Anything that is even so much as a 
little out-of-the-ordinary may be the 
basis for an interesting compositional 
rendition. Cleverly photographed set- 
tings in which mirrors play a part, offer 
opportunity to present more than one 
view of an individual in the same shot. 
Bold contrasts in lighting as well as sub- 
ject matter also can be the essentials 
of striking picture compositions. Out- 
doors, at night, for example, there is 
always a certain, special captivation to 
the normal activity of a city’s or town’s 
brilliantly illuminated “Main” street 
with its meandering throngs, and with 
the lighted store windows, advertising 
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For quick service, expert advice 
and one low price for equipment, 
installation and removal, call on 
one of the nation’s largest suppliers 
of temporary lighting facilities— 
Jack Frost. His lighting equipment 
inventory is unexcelled. Below are 
just a few of the many items 
available for quick delivery 
whenever and wherever needed. 


LIGHTING PORTABLE POWER 
EQUIPMENT 


AC and DC Generators 15 Amps to 1500 Amps 
(Truck or Caster-mounted) 
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Reflex Motion Picture Camera 
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@ The same lenses, same motor drives, same 
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change the magazine. 


@ Precise rugged movement 
@ Reflex viewing 


@® 200 degree adjustable shutter 


@ Divergent three lens turret 


@ Automatic film gate 400’ magazines 16 or 
35mm—the 16mm magazine will accom- 
modate daylight spools as well as standard 
core load. 


@ Light weight—only 14 pounds with 3 


lenses, 400’ magazine, and 6/8 volt motor. 


Write for brochure 
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signs, and automobile head and _ tail 
lights all adding luster to the scene. The 
colorful atmosphere is still more en- 
chanting after a rain, with the maze of 
ensuing reflections glancing off the wet 
pavement along the busy thoroughfare. 
The observant filmer will soon learn to 
recognize on sight other interesting pic- 
ture possibilities, and, if aggressive 
enough, make the most of them camera- 
wise. 

These tips, then, should serve as an 
adequate foundation upon which to 
build better movies. In the final analy- 
sis, however, it will become evident 
that good scene composition can very 
appropriately be summed up in the few 
simple words of what ‘looks best. So, 
whenever a situation arises that calls 
for compositional planning, before press- 
ing the exposure button for the actual 
“take,” devote a little time and atten- 
tion to composing the shot. It’s well 
worth-while. 





CINEMIRACLE 


(Continued from Page 95) 


track is on a separate magnetic film 
and is played in syne with the picture 
on equipment interlocked with the pro- 
jectors, To eliminate keystoning, the 
projectors are so mounted that they 
project the images on a straight line 
toward the screen. 

The slightly curved Cinemiracle 
screen (the 26-ft. by 63-ft. demonstra- 
tion screen had a maximum curve of 
13 feet at the center) covers a field 146 
degrees wide and 55 degrees high— 
approximately that of human vision of 
160-60 degrees. The picture can be 
viewed comfortably from every angle 
without eye-strain, 

Joseph Brun, A.S.C.. who has shot 
a great deal of footage for the vari- 
ous Cinerama productions, photo- 
graphed much of the demonstration 
footage shown. He is currently direct- 
ing the photography of the first Cine- 
miracle feature film tentatively titled 
“Cinemiracle Adventure.” This is a 
romantic story involving the last of the 
old square-rigger sailing ships and the 
production will take the crews almost 
completely around the world as they 
stop off at interesting foreign ports to 
shoot scenes pertinent to the story. 

That old time-worn bromide, “It’s 
done with mirrors,” takes on new mean- 
ing today with the advent of one of the 
most interesting new wide-screen de- 
velopments. Why hadn’t mirrors been 
employed in a like manner before? 
Probably for the same reason that the 
water-cooled, then the air-cooled power 
plant in the airplane had to precede the 
jet. With this mirror idea, Cinemiracle 
is away out front, too, 
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CUT WITHOUT CHAOS 


(Continued from Page 98) 


There are no shots on the bench, round 
your neck or under your feet. 

This is the point where the rack 
proves its real value. Indeed, the more 
racks you have the easier the job will 
be. Many professional cutting rooms 
bristle with pins on every wall. 

Make up your mind that even where 
you ve taken a few shots in their cor- 
rect script order you're still going to cut 
them apart. Even if you haven't used a 
scene slate or number board (and if you 
haven't you're going to regret it) the 
light frames at the beginning of every 
shot have to be cut out. Leave them in, 
and cine enthusiasts in your audience 
will spot them every time. The laymen 
will only be aware of an occasional 
flash, but that can still be irritating 
enough. 

Moreover, separating all your shots in 
this way gives you a new freedom. 
You’re no longer tempted to save a 
splice by ignoring the fact that two 
scenes taken consecutively need a few 
frames removed before they blend prop- 
erly. 

Obviously you're unlikely to have 
enough pins to allow you to hang every 
shot of the film separately. So concen- 
trate on one sequence at a time. Give 
each shot from, say, the opening se- 
quence a pin to itself, and hang all the 
rest together. Some editors splice the re- 
maining material together again after 
removing the sequence shots; but be- 
sides involving unnecessary work this 
means shortening every shot by a frame. 
If this routine is repeated often, sev- 
eral shots may be whittled down until 
they are useless. A_ professional can 
always call for the missing frames to be 
printed again, but amateurs generally 
work on their originals, 

If you're fortunate enough to have 
followed a numbered shooting script. 
using a clapper board, nothing could be 
simpler than this stage especially if 
youre using numbered pins. As each 
shot of the introductory sequence is cut 
from the reel, it is hung on the pin of 
appropriate number. After you've gone 
through the whole reel, your first se- 
quence is lined up shot by shot ready 
to be spliced in order. 

It’s as well at this point to take things 
slowly. The temptation, of course, is to 
try and cut for length at the same time 
as you are assembling the sequence; but 
unless you're exceptionally experienced, 
this can prove disastrous. There are few 
jobs more nerve-wracking than trying to 
find and splice back two or three frames 
from the beginning or end of shots 
which have been over-trimmed in a 
misguided attempt at completing the 
Ww hole operation at once. 
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DEALERS 


NEW YORK—Camera Equipment Co., 315 W. 43rd St., New York 36, N.Y. JUdson 6-1420. Cable Address 
CINEQUIP. CHICAGO—Zenith Cinema Service, Inc., 3252 Foster Ave., Chicago 25, Ill. IRving 8-2104. SAN 
FRANCISCO—Brooks Camera Co., 45 Kearney St., San Francisco, Calif. EXbrook 2-7348. CANADA—Alex L. 
Clark, Ltd., 3745 Bloor St., Toronto 18, Ontario. BElmont 1-3303. 
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PROFESSIONAL 
CINE PRODUCTS 


Custom converts your Auricon Cine-Voice to a 
fine camera that will handle 400 feet of film 
with perfect jam-free operation. Includes ac- 
curate footage counter, filter slot and hold- 
ers, phone jack in camera and complete re- 
finishing Quick service . Finest 
workmanship Contact one of the follow- 
ing dealers 


Bass Camera Co., Chicago: Brooks Cameras 
San Francisco; Florman & Babb, N.Y.C.; Har- 
old's, Sioux Falls $.D.; Photo Sound Sales 
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PROFESSIONAL CINE PRODUCTS 
6055 Ridgecrest Rd., Dallas, Texas 
We give immediate service on Auricon & 


Filmo repairs. We add a critical focuser to 
any turret Cine-Voice. 
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Number board frames and_ light 
flashes can be removed at this stage, but 
apart from these, it’s usually as well to 
splice the shots in order without wor- 
rying about their length until later. 
When the sequence is assembled, run it 
through your animated viewer or pro- 
jector and jot down details of the trim- 
ming now needed. 

Actually this screening of material 
cut into order but still uncut for length 
could be left until the whole film has 
been assembled sequence by sequence. 
The only disadvantage of working this 
way is that it makes the note-taking and 
trimming a somewhat formidable task. 
On the other hand, it does enable you 
to see how the balance of the film as a 
whole is being maintained. 

During the first run-through it some- 
times becomes apparent that there could 
be a better way of interweaving several 
shots than that dictated by the script. 
This is less true of fiction films than 
travelogues and documentaries, but even 
in a story production you'll occasionally 
find surprises of this sort. In such cases 
remember that when there is a genuine 
reason for amendment the script should 
be regarded as being as flexible during 
editing as during shooting. 

As soon as you are completely satis- 
fied about the order of the shots, you 
can begin to concentrate on length. 
Again impatience is the greatest danger. 
When in doubt, always cut out a little 
less than you think is necessary and 
take another look through the animated 
viewer; it’s easier to cut another two or 
three frames later than to replace them. 

There really are no fixed rules about 
scene lengths, only guiding principles. 
Where action is involved, the ideal is to 
blend L.S. and C.U.—or whatever the 
consecutive shots happen to be—with no 
jar in movement at all. Usually this 
means matching the action so that it 
genuinely is continued from one shot 
straight into the next; but there are oc- 
casions when a better effect of smooth- 
ness can be obtained by allowing the 
movement to overflow. The tail of the 
first shot can be repeated in the open- 
ing two or three frames of the second. 
This should only be used when it is 
called for, however. It is generally suc- 
cessful with consecutive shots of the 
same action from camera distances 
which differ considerably, but it seldom 
works where there is merely a change 
from one close angle to another. 

The reasons for hoarding discarded 
shots will become apparent as editing 
progresses, Often you'll find you need 
to extend or repeat a shot which you 
just haven’t got. Have a look through 
the scenes you first cut out, and ask 
yourself whether or not you can make 
use of one or two of these shots after 
all. Don’t use anything really outrage- 
ously exposed or focused, of course. But 
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all the same it’s surprising what can be 
salvaged. And after the whole film is 
finished, you can splice up the rest for a 
private souvenir reel, or for use as stock 


shots. 

Tempo, rhythm and balance are dic- 
tated solely by individual films them. 
selves. Rapid cutting may build up ex- 
citement in one chase sequence; but in 
another one, a long-held shot of the pur- 
sued hero, with no hint of the villain’s 
distance behind, may create tremendous 
tension. 

Most amateurs with any real feeling 
for film soon find their way round such 
fundamental problems. The astonishing 
thing is how many amateur editors com- 
petent enough in questions of style and 
rhythm allow their assembly work to de- 
generate into a shambles. 

Follow the routine suggested above. 
and your film will remain on the reel or 
on its appropriate pin throughout the 
whole cutting session. Loose shots and 
lost footage mean wasted time, Syste- 
matic editing along these lines will save 
time, trouble and temper. 





FILMING “BABY DOLL” 


(Continued from Page 93) 


scene and continuing the shooting 
filming a day shot at night. I used the 
darkness plus artificial light to ad- 
vantage in the sense that I could better 
control the deeper meaning of the scene. 
de-emphasizing the nonessential and in- 
creasing the dreamy feeling of a warm 
afternoon, the feeling of intimacy. and 
the first eery note—to be picked up 
later inside the house where it grows in 
strangeness and interest. culminating in 
the climax in the attic. 

When shooting on the old plantation 
was completed, the company flew to 
New York to continue filming of the 
production at the recently modernized 
Warner Brothers studio in Brooklyn. 

There, art director Dick Sylbert had 
re-created the entire second floor of the 
decrepit old plantation mansion. This 
set was built at the studio because the 
actual second floor of the old plantation 
structure was far too weak to support 
the weight of cameras, lighting equip- 
ment, technicians and cast. 

One other set, Bill’s Cafe, was repro- 
duced at the Brooklyn studio. The owner 
of the Mississippi eatery which had been 
selected for the locale of certain scenes. 
had refurbished the place when he heard 
that a movie company was going to use 
it in a picture. All the natural charm, 
for which the place had been selected on 
the location-scouting trip, had vanished 
under the coat of new paint and change 
of furnishings! 

More than three weeks were needed 
to shoot the required scenes at Brook- 
lyn. Here the main problem was to re- 

















ee 





create the same lighting moods that 
were employed in filming on the plan- 
tation location, especially in those scenes 
which had to match in continuity. It 
required a lot of pre-planning and antici- 
pation to make the variable conditions 
encountered on location blend with the 
controlled lighting in the studio. I think 
the results achieved are gratifying in the 
sense that at no time is there a discre- 
pancy in mood, 

Throughout the entire production | 
tried to avoid the facile and the spec- 
tacular in favor of a fragile, delicate 





balance inherent in the story theme. | 
Camera movement, composition and | 


lighting were employed with great re- 


straint according to the action and the | 
weight of a given situation in a cine- | 


matic language aimed to visually relate 
a moving story. 





RELIGIOUS FILMS 


(Continued from Page 97) 


divorced from the person of Paul Ste- 
vens. For a self-admitted amateur from 
the clergy, he shows an instinctive grasp 
of show business fundamentals. But for 
technical assistance, he has worked 
closely with men who are long-time in- 
timates of the business. Sam Hersh, 
president and founder of Family Films, 
is sympathetic with Southern Baptist 
efforts and has been instrumental in de- 
veloping a commercial rental market for 
their films. 

Although Southern Baptists have 
been dominant in the production of re- 
ligious motion pictures, they have by 
no means dominated the field. Today, 
films are being produced by or for just 
about every religious denomination. 


Sometimes, as in the case of Family | 


Films, the same studio will produce films | 
for more than one religious group. This | 


studio also makes films for the Lutheran 
Church-Missouri Synod. “This Is The 
Life,” which is the title of its current 
series, has grown to wide public and 
industry acclaim. During the last four 
years, films in the “This Is The Life” 
series have been televised by more than 
150 of the nation’s TV stations, plus 
stations in Canada, Australia, Alaska, 
Puerto Rico, and Hawaii. 

Three factors have contributed most 
to the phenomenal success of “This Is 
The Life.” One, of course, is the need 
for interesting, understandable religious 
programming, something that is reflect- 


ed in the religious interest revival re- | 


ported throughout the country. 

A second is the approach taken to the 
religious content of each film in the se- 
ries so that it will be suitable to people 
of most faiths and to the unchurched— 
rather than making it a vehicle for 
Lutheran doctrines. 

The third factor is the use of profes- 
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sional techniques, equipment and _ per- 
sonnel, not only in staging and filming, 
but in the concept of the stories. Al- 
though conceived on a religious princi- 
ple, each story is developed for its dra- 
matic effect based on an interesting and 
sympathy-arousing human situation, the 
fundamental of all good drama. 
“Whether for the Southern Baptists 
or the Lutheran Church—Missouri 
Synod, every production undertaken by 
Family Films is made with the same 
equipment, techniques and class of pro- 
duction personnel that are employed in 
the production of top-budget feature 
films,” says Walter Strenge, A.S.C., 


| Family Films director of photography. 


“We use Mitchell 35mm cameras, dol- 
lies and cranes when necessary, and 


standard studio lighting equipment. Top . 


directors of the industry, like William 
Claxton, are employed as are the best 
professional actors and actresses.” 

The production of religious films, be- 
ing a smaller operation than that of 
theatrical pictures, places added respon- 
sibility upon the director of photog- 
raphy. Walter Strenge pointed out that 
it is much easier for a cameraman when 
working on a big budget picture be- 
cause in the major studios there is a 
separate department for everything and 
if something goes wrong, you simply 
summon the head of the respective de- 
partment and let him take care of it. 
But with the smaller budget produc- 
tions, his responsibilities are greatly in- 
creased for he has to double check on 
so many things before he permits the 
camera to roll. 

Indeed, even before the production 
goes before the cameras, Strenge sits 
in on pre-production conferences, when 
his professional opinion is sought on 
subjects ranging from the color of cos- 
tumes most suitable for the sets to the 
type of makeup most desirable for the 
film that he will use. 

“We give the same detailed attention 
to the lighting and photography of relig- 
ious films that is given any major stu- 
dio production,” says Strenge. “As I 
have directed the photography of most 
of the religious films produced by Fam- 
ily Films, I have come to regard each 
new assignment with all the importance 
that is its due. Prior to putting a film 
before the camera, I have opportunity 


' to carefully read the script and consult 
| at length with the producer and director 


on the lighting and photographic phases 
of the production. 

“In set construction, dressing, and 
lighting the best professional techniques 
are employed. If effect lighting will en- 
hance the pictorial or dramatic aspect 
of a scene, the time required for achiev- 
ing it is never questioned and I there- 
fore have the same challenging oppor- 
tunities to ‘paint with light’ that would 
come to me in photographing a Holly- 
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wood feature production. And it is more 
rewarding. You cannot take part in the 
production of religious films without 
feeling that you have contributed some. 
thing really important to mankind in 
general by advancing the cause of relig. 
ion through motion pictures. 

“And, as one religious director has 
said: ‘You cannot measure church work 
by statistics. The good that is done, the 
influence that is felt, is not susceptible 
to arithmetic, and is far broader than 
your own immediate church group. ” 





ZOOM EFFECTS 
(Continued from Page 89) 


plastic, extending through a hole in the 
pointed arm, is cemented to a thin sliver 
of plastic, which in turn is cemented at 
its extreme end to the pointed arm. 
The flexibility of the plastic strip will 
permit the pointed arm to move freely 
over the perforation of the calibrated 
scale—the button-stop rising and fall- 
ing into the small holes as it moves 
along the scale, 

The end of the zoom extension is 
held in place in the pointed arm by a 
5gth-inch plastic “cam” that rides in 
the middle hole of the pointed arm, 
drilled for a snug fit. A simple plastic, 
leaf-spring cover, such as diagrammed, 
will serve to hold the cam-end of the 
extension rod D in place, and yet al- 
low easy removal when the camera is 
reloaded or disassambled. 

The yolk end of the extension arm D 
is drilled to permit using a short length 
of a nail as a coupling pin between the 
zoom lever and the plastic leaves of the 
yolk coupling. As before, try to make 
a snug fit. If all these connections are 
made to close tolerances, the resulting 
action will be positive, reliable, and 
thoroughly professional-appearing _ be- 
cause of the smoothness of the effect on 
the screen. 

When the Zoomar lens is in place, 
and calibration equipment attached, the 
action of the zoom lever is controlled 
by the movement of the ratchet arm F 
that scans the calibrated range of the 
zoom function. At one end of the scale 
is the wide-angle or one-inch position 
of the lens. At the extreme end of the 
scale is the telephoto or three-inch posi- 
tion of the lens. And in between are 
thirty-two fixed positions that can be 
assumed for any animation field size 
desired or assumed in sequence order 
for a zoom-action in the animation. 
Because of the calibration, these effects 
can be planned and accounted for 
frame by frame, on the animation 
camera schedule sheet. 

With this device, it is possible to 
do a completely professional job of 
animation—with field size changes and 
zoom effects—without ever moving the 
camera. 
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SOURCE SET LIGHTING 


(Continued from Page 86) 
fireplace, etc. The various sources differ 
from one another in two respects: quali- 


ty and direction, 
The quality of harsh sunlight. for 


example, is quite different from that of | 


moonlight. Similarly, the strong quality 
of light from an overhead light bulb 
would differ greatly from the softer 
glow of an open fire. 

The direction of light is 
portant. At noon, for example, light 
from the sun comes from directly over- 
head, casting deep angular shadows on 
faces. At sundown, the same natural 
light source emits a different quality 
of light; now the illumination is flat 
and the modeling of facial features is 
much more subtle. 

The prime rule for set lighting, there- 
fore, is first to determine the direction 
and quality of the light source indicated 
in the script, then select and place the 
lighting units accordingly. 


also im- 


Let us say that, as a general rule, the 
key light should emanate from the in- | 
dicated light source; it is therefore the | 


brightest element of the scene, and the 


closer the actors approach it the lighter | 


and more distinct they will appear. 


The key light should be placed as | 


close as possible to the fixture represent- 


ing the natural source of light—such as | 
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a chandelier, open fireplace, etc. or, 
where these sources are not included in 
the scene, in such a position out of 
camera range that the light will fall on 
the set and the actors from the same 
direction as the established source ligl.t, 
and, as near as possible, in comparable 
quality and intensity. 

Where the indicated source is a table 
lamp, a spotlight simulating the source 
should be placed as close as possible to 
the lamp itself, but out of camera range. 

Having established the source and 
placed the key light accordingly, it is 
essential that the relationship of the light 
source to the actors and the setting be 
kept consistent throughout the sequence, 
A certain amount of “cheating” (deviat- 
ing from the actual source light posi- 
tion) is permissible and even necessary 
in some cases, but it should never be- 
come obvious. 

Except in very dramatic sequences, 
the key light used alone will produce an 
unpleasantly harsh effect. Some fill light 
will be required and possibly rim light- 
ing. The most effective fill light is that 
which appears as a diffused reflection of 
the main source light or produced by 
lesser elements of illumination within 
the scene. In either case, the fill light 
should be kept subordinated to the key 
light. If the key light consists of a 
Senior spotlight, for example, an ap- 
propriate fill light unit would be a 
Double Broad or a No. 4 Photoflood. 
Softer fill light can be produced with 
the aid of diffusion silks or spun glass 
screens placed before the lighting units. 

Quite often it becomes necessary to 
modify the lamp representing the natural 
source light to more closely fit the re- 
quired mood of a sequence. For ex- 
ample, a tragic sequence played in noon 
sunlight is dramatically incongruous, 
and somewhat weak, The same action 
played in the long shadows of sunset or 
by moonlight would be much more dra- 
matic. Where a situation of this sort 
arises, it is usually possible, through 
conferences with the director, to shift 
the time element and thus modify the 
need accordingly. 

The term “practical” applied to lights 
refers to lighting units (such as lamps, 


chandeliers, etc.) which are actually 
shown within the scene as indicated 
light sources. Clearly, the practical 


should be brighter than anything it 
supposedly illuminates. Thus the whole 
lighting balance of the scene is indicated 
by the light level of the indicated source. 
Practical lamp units are usually fitted 
either with photofloods or with ordinary 
bulbs that are boosted in intensity by 
means of a small transformer such as 
the Colortran. 

When the full light from a source 
falls directly upon a subject without en- 
countering any intermediate obstacle, it 
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illuminates the subject as undiluted raw 
light. Both sunlight and artificial light 
can come under this classification. While 
raw light is dramatic and quite appro- 
priate to certain themes, it can also be 
harshly unkind to the subject. Therefore, 
in most cases it is advisable to tone 
down the light by means of a scrim (in 
the case of sunlight) or a diffuser (in | 
the case of artificial light). 

Raw light falling upon a background 
is usually somewhat undramatic, es- 
pecially when large bare wall surfaces 
are involved. It is better to “break up” 
such surfaces with shadow patterns ap- 
propriate to the mood of the scene. Such 
pattern sources can be cut from opaque 
black material or from wire screen 
where a less dense shadow is preferred. 
The pattern itself may simulate tree 
branches, window panes, iron grillwork. 
or any less definite pattern. The distance 
from the background light source to the 
pattern will govern the relative sharp- 
ness of the projected image. 

Quite often in order to simulate real- 
istically a main source of light, it is 
necessary to reflect light onto the set. 
For example: on an early-morning in- 
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to simulate this peculiar type of diffused 
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illumination, light is reflected from a 
source onto the set by means of a large 


NOW! 
white cloth or dull silver reflectors. 


FOR THE FIRST TIME Simulating daylight on an “exterior” 


SPECIAL PU RCHASE set shot indoors has become standardized 


technique in the studios, but for the less 


and BRAND NEW professional cameraman it poses certain 
the HOLMES 35mm. problems, In planning such lighting, it 
PORTABLE is well to remember that the sun is a 

single bright light source, and thus a 
Sound on Film lamp of sufficient brilliance (preferably 
Equipment an arc) should be used as the key light. 
In such sequences the key light should 
also illuminate the background or ap- 
pear to do so, Some fill light may be 
used, but it should be held to a fairly 
high contrast ratio. Back lights and 
kicker lights may be used but should 
be kept subtle. 

In lighting a moonlight scene, a single 
bright source light is employed, but the 
level is lower than for daylight and the 
background is kept as dark as possible. 
Candle-light and lamp-light present pe- 
culiar problems of simulation. Such light 
is diffused, and should appear to be 
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coming from the direction and level of 
the candle or lamp itself. When shooting 
a group seated around such a source, 
for example, the figures should be jl. 


| luminated by individual spots directed 
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across the table at the figures facing the 
camera, Foreground figures with their 
backs to the camera should be allowed 
to fall more or less into silhouette. 

The light of a match or cigarette can 
be simulated by taping a small projec- 
tion-type bulb onto the palm of the 
actor's hand, fading in this light by 
means of a rheostat to coincide with the 
action. Camp-fires and fireplaces pro- 
duce their own peculiar type of source 
lighting. There are two acceptable meth- 
ods of duplicating the flicker of raw 
firelight. One is by moving a small tree 
branch irregularly in front of the source. 
and the other is by actually using flames 
or smoke in front of the key light. In 
most cases, such an effect is more real- 
istic if the key light is slightly diffused. 

Simulating a light source need not be 
a complicate “d task for any cinematogra- 
pher, It is necessary only to analyze the 
indicated source of light in terms of 
quality and direction. Select lighting 
units that will simulate as close as pos- 
sible the quality of the required source, 
and then place them where they can 
duplicate the direction of the natural 
source, 





DIDN’T WANT IT ARTY 


(Continued from Page 85) 


Always meticulous in his attention to 
production details, Hitchcock not only 
visited, measured and inspected every 
real-life locale of the story, but also had 
his staff record with stop-watch accuracy 
the way the subway ran at the time of 
the events depicted in “The Wrong 
Man,” the block-by-block itinerary of 
the hero and the experiences of all the 
principal characters in the drama. 

Hitchcock could have had all his sets 
built on Warner Brothers’ Hollywood 
sound stages and shot the entire picture 
there, employing the usual sound stage 
artifices to point up pictorial authen- 
ticity of sets and settings; but that’s 
not the Hitchcock way. In this case he 
would settle for nothing less than having 
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the camera start at the very beginning 
of Balestrero’s true-life story and follow 
through, step-by-step, to its logical con- 
clusion. Action that originally took place 
at night had to be re-enacted at night. 
Moreover, it had to be re-enacted in ex- 
actly the same way, in the very same 
spot. 

Wherever possible, persons still avail- 
able who figured prominently in the 
case were hired to play their original 
roles in the picture. These included the 
husband-wife owners of a liquor store, 
a policeman, New York City detectives, 
and the owners of an up-state summer 
resort. But it was filming on the actual 
locales that proved a genuine challenge 
to director of photography Burks. Ex- 
cept in shooting “I Confess,” one of 
Hitchcock’s earlier pictures, never be- 


fore had he been faced with such dif- 


ficult lighting and camera problems. 

He credits a comparatively new light- 
ing unit for easing much of the way for 
him on this assignment. A dinky little 
lamp, no larger than an automobile 
headlamp, but far more powerful, proved 
the answer to his lighting problems. This 
is the Garnelite, a small, lightweight unit 
that takes a 300-watt PAR 56 lamp and 
puts out as much light as a 5K. 

The Garnelite functions much the 
same as the well-known Color-trans, us- 
ing transformer - generated stepped - up 
voltage. Except for a couple of 170s, 
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TION PICTURES. 

$2.00 Prepaid 
(Delivered in U.S.A.) 

At your dealer, or write— 

READY-EDDY, Sandy Hook, Conn. 

















$295 - Complete With Magazine 


600-FT. CONVER- 
SION FOR AURICON 
CINE-VOICE 


Over 16-minute run... 
Footage Counter .. . Ex- 
ternal Motor Drive . . . Light 
Trap . . . Uses Daylight 
Spools Or Bulk Film... 
Camera Con Be Used With- 
ovt Magazines . . . 48-hr. 
Service on Installation . 
One-Year Guarantee. 


Write for Pictures and Literature 


GREAT LAKES MOTION PICTURE SERVICE 
12037 Grand River Ave., Detroit 4, Mich. 
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which were employed solely as boosters 
on daytime exteriors, Burks used Gar- 
nelites exclusively for lighting all loca- 
tion interiors and night exteriors. He 
used them for key lights, for front light- 
ing and for just about every other set- 
lighting need. 

“These lamps have tremendous 
range,” said Burks, “and they carry 
to great distances. My greatest trouble 
with them was when working in close. 
When in confined quarters in small 
interiors, it wasn’t so much a question 
of getting enough light as how to cut 


| it down. These lamps are not equipped 
to take a filter or diffusion screen, so 
_our grips had to make up diffusers in 


frames and mount them before the 


| lights on Century stands. 


“We actually lit streets a block and 
a half-long with this equipment. I had 
forty of the lamps in all, and on the 
night street scenes we used them all. 
In most of the small interiors, we used 
regular house current for these lamps; 
but on the street exteriors power was 
supplied by two small portable genera- 


tors. 


“The compactness and portability of 
these lamps and their small transformers 


| greatly facilitated fast shooting, and 


moving rapidly from one location to an- 


| other. We shot the opening scenes in 


Sherman Billingsly’s Stork Club. A few 


| of these lights, well placed, gave me 


just the lighting I needed. Then we fol- 
lowed Fonda out of the club and to the 
Subway. Here the lights were set up for 
scenes of him boarding the train. We 
then boarded the train with our camera 
and lights and shot scenes as the train 
proceeded to its destination in Queens. 


| I was using Tri-X film, of course, and 


this was a factor in enabling us to use 
the portable lamps, as we did for 95% 


_ of the picture. 


“The next night we resumed shooting 


| on the picture inside the same precinct 


station where Balestrero had _ been 
booked after his arrest. This interior 
was lit, as were all the others, with the 
small portable lamps. Here, as in all the 


_ other interiors, the lighting maintained 
| a stark, natural aspect—free of all the 
| frilly touches that might otherwise be 
| given such a set on a studio sound stage. 





Hitchcock had emphasized he wanted 
it to look like a newsreel shot. 

“In a like manner, the company pro- 
ceeded from the precinct jail, to the 
court of arraignment, thence to the 
Queens jail, and later to the various 
courtrooms where Balestrero was actu- 
ally tried back in 1953. We used at- 
torney O’Connor’s office in the Victor 
Moore Arcade and shot both interiors 
and exteriors here—always using the 
small portable lights to give the scenes 
the desired documentary aspect. 

“In lighting the courtrooms, I placed 
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the lights as would a newsreel camera- 
man and got very effective results. To 
shoot here, we went into the coutroom 
with our equipment on Saturdays and 
Sundays. Because of the ultra-fast speed 
of the Tri-X negative, it was often pos. 
sible to shoot interiors in the jails, 
courtrooms, and offices, using the avail- 
able light augmented by a few Garnel- 
ites. In many cases all that was required 
was to punch up the foreground lighting, 
as on Fonda and other principals, to 
bring out the character in their faces, 
A lot of the lighting used was the natu- 
ral illumination, with the foreground 
trimmed up a little bit with our small 
lamps. 

“Where the available light was a lit- 
tle weak, as in the big jail, I set up 3 
or 4 of these lamps near the windows 
to build up the window source light 
and get the volume I needed. 

“In a like manner throughout the en- 
tire New York location shooting we 
traveled light and covered territory 
much faster than if we had used con- 
ventional location equipment. For this, 
considerable credit is due Alfred Hitch- 
cock, of course. “Hitch” has a great 
photographic mind and his entire ap- 
proach to a picture while preparing it 
is to visualize it from the camera point 
of view. The story is completely adapted 
to the camera before we ever shoot a 
frame of film. 

“Hitch is really a genius at this: the 
way he can analyze a story and put it 
into the most compelling photographic 
form in the script. Later, on the set, if 
a photographic problem arises, he im- 
mediately understands it and okays 
whatever changes are necsssary without 
quibbling. The secret is that Hitchcock 
always thinks photographically.” 

With eight Hitchcock pictures in a 
row to his credit, probably no other 
contemporary director of photography 
can equal Burks’ record. Someone re- 
cently remarked to him that “When he 
hitched his wagon to “Hitch,” he hitched 


it to a star!” 





QUESTIONS & ANSWERS 


(Continued from Page 74) 


the sound track to prepare it for re- 
lease printing. —Ted Fogelman, Consoli- 


date Flm Industries, Hollywood. 


When several 16mm cameras of dif- 

ferent makes are to be used on a 
production, what is necessary to insure 
that the frame lines of each camera will 
match ?—S. L. E., Boston. 


Shoot a short test strip with each cam- 
era, make comparisons, and have aper- 
ture plates adjusted where necessary so 
that all cameras are uniform.—Walter 


Strenge, ASC. 




















PHOTOGRAPHIC ASSIGNMENTS 
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@ Ernest Laszito, ASC, “Stranger at Soldier 
Springs,” (Libra Films for UA _ release; 
shooting in Tucson) with Joel McCrea, Mark 
Stevens and Joan Weldon. Francis D. Lyon, 
director 


KEYWEST STUDIOS 


@ Rotanp Price, “Queen of the Gorillas,” 
(Adrien Weiss Prods.) with Lance Fuller 
and Charlotte Austin. Adrien Weiss, producer- 
director. 


KTTV 


@ Sruart TuHompson, ASC, “Lassie,”* 
(Robert Maxwell Prods.) with Jan Clayton 
and George Cleveland. Les Selander, director. 


@ Kennetu Peacu, ASC, “The New Adven- 
tures of Charlie Chan,”* (Vision Prods.) 
with J. Carrol Naish. Charles Haas and Jack 
Gage, directors. 


LINKLETTER PLAYHOUSE 


@ Atan Srensvotp, ASC, “People Are 
Funny,”* (Art Linkletter Prods.) with Art 
Linkletter. Irv Atkins, director. 


METRO-GOLDWYN-MAYER 


@ Harotp Marzoratit, ASC, “Gun Glory,” 
(CinemaScope and Metrocolor) with Stewart 
Grainger and Rhonda Fleming. Roy Rowland, 
director. 


@ Ray June, ASC, “The Seventh Sin,” 
(CinemaScope) with Eleanor Parker and Bill 
Travers. Ronald Neame, director. 


@ Rosert Bronner, ASC, “Silk Stockings,” 
(Arthur Freed Prods. CinemaScope; Metro- 
color) with Cyd Charisse and Peter Lorre. 
Rouben Mamoulian, director. 


@ Josepn Rutrenserc, ASC, “Man On Fire,” 
Sol Siegel Prods.) with Bing Crosby and 
Mary Fickett. Ronald MacDougall, director. 


@ Georce Forsey, ASC, “The House of Num- 
bers,” with Jack Palance and Barbara Lang. 
Russell Rouse, director. 


@ Rovert Surtees, ASC, “Les Girls,” (Cin- 
emaScope; Metrocolor) with Gene Kelly and 
Mitzi Gaynor, George Cukor, director. 


MOTION PICTURE CENTER 


@® Sip Hicxox. ASC, “I Love Lucy,”* (Des- 
ilu Prods.) with Lucille Ball and Desi Arnaz. 
James Kern, director; “December Bride,”* 
(Desilu Prods.) with Spring Byington, Dean 
Miller, Frances Rafferty, Jerry Thorpe, di- 
rector: “Red Skelton Show” (Desilu Prods.) 
with Red Skelton. C. Burns, director. 


@ Roperr deGrasse, ASC, “The Danny 
Thomas Show,”* (Desilu Prods.) with Danny 
Thomas, Sherry Jackson. Sheldon Leonard, 
director; “The Brothers,”* (Desilu Prods.) 
with Gale Gordon. Hy Averback, director. 


@ Cuartes Srraumer, “Adventures of Jim 
Bowie,”* (Desilu Prods.) with Scott Forbes. 
Lewis Foster, director: Dumont theatre,”’* 
(Desilu Prods.) 


@ Joe Novax, ASC, “Wire  Service,”* 
(Desilu Prods.) with Dane Clark and George 
Brent. Various directors. 


Reginald Le Borg, director. 


@ Nick Musuraca, ASC, “Those Whiting 
Girls,’* (Desilu Prods.) with Margaret and 
Barbara Whiting. Norman Tokar, director; 
“Date with the Angels,”’* Desilu Prods.) 
with Betty White. Norman Tokar, director. 


PARAMOUNT 


© Loyat Gricces, ASC, “Hot Spell,” (Vista- 
Vision) with Shirley Booth and Anthony 
Quinn. Anthony Mann, director. 


@ CuHartes Lance, ASC, “Loving You,” (Tech- 
nicolor; VistaVision) with Elvis Presley and 
Lizabeth Scott. Hal Kanter, director. 


PARAMOUNT SUNSET 


@ Gorvon Avit, ASC, “Sergeant Preston of 
the Yukon,”* (Tom R. Curtis Prods.) with 
Dick Simmons. Eddie Dew and Earl Bellamy, 
directors. 


REPUBLIC STUDIOS 


@ Ep Cotman, ASC, “Noah’s Ark,”* (Mark 
VII Prods.) with Paul Burke. Jack Webb, 


director. 


@ Vircit Mititer, ASC, “Do You Trust Your 
Wife,”’* (Don Fedderson Prods.) with Edgar 
Bergen. Jim Morgan, director. 


@ Joun Russet, ASC, “Jane Wyman The- 
atre,’* (Lewman Prods.) with Jane Wyman. 
Sidney Lanfield, director. 


@ Witiiam Sicxner, ASC, “Schlitz Playhouse 


of Stars,’* (Meridan Prods.) with Ray 
Milland, director; “On Trial,”* (Fordyce 
Inc.) with Joseph Cotton. H. Dougherty, 
director. 

@ Exitis TuHackery, ASC, “Nevada State 
Troopers,”* with Rod Cameron. Don Mac- 


Dougall, director; “Frontier Doctor,”* (Studio 
City TV) with Rex Allen. William Whitney, 


director. 


Electric 


Link- 


RenNnAHAN, ASC, “General 
with Art 


@ Ray 
Theatre,”’* (Revue Prods.) 
letter. Don Weis, director. 


@ Lester Wuitt, ASC, “Nevada State Troop- 
ers,”’* with Rod Cameron. Don MacDougell, 
director. 

@ Hers Kirkpatrick, “The Millionaire,”’* 
(Don Fedderson Prods.) Al Green, director; 
“Heinz Studio 57,°* (Revue Prods.) Jules, 
Bricken, director. 











@ Reccre Lanninc, “General Electrac Thea- | 


tre,”’* (Revue Prods.) with Bob Cummings. 
H. Dougherty, director; “Heinz Studio 57,”* 
(Revue Prods.) Robert Stevens, director. 


HAL ROACH STUDIOS 


@ Pau. Ivano, “Stories of John Nesbitt,”’* 
with John Nesbitt. Various directors. 


@ Lornrop Wortn, ASC, “The Gale Storm 
Show,”* with Gale Storm and ZaSu Pitts. 
Various directors: “Blondie.’’* Hal Yates, 
director. 


RKO 


@ Wittiam § Snyper, ASC, “Escapade in 
Japan,” (wide-screen; color; shooting in 
Japan) with Teresa Wright and Cameron 
Mitchell. Arthur Lubin, producer-director. 


(Continued on Page 116) 
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MILLER Fluid-Action HEAD 


es 
2 : 
: * 


Beye 


Model “‘D’’ Head $150.00 
PAN WITH PERFECTION 


Beautiful Professional Screen Effects 


Mode! “D” & PRO-16 Tripod ....$230.00 
Sturdy fiber carrying case 
* Custom top available for Cine-Special 
* Adapter plate for Pro-Junior Tripod 
* Servicing and repairs 
* Modernization of early models 


TERMS: Order C.O.D. or send $$ and we 
ship prepaid. 
U. D. PHOTO ENGINEERING 


Box 25761, Los Angeles 25, Calif. 
Phone GRanite 7-4570 





Automatic Daylight Processing 
| DEVELOPING TANK 

* Processes up to 200 Ft. 

* 8mm-16mm-35mm 

*® Movie—X-Ray—AMicrofilm 

® Motor driven portable 

*® Tough plastic tanks 

*® Uniform Density Assured 

* 70mm tank also available 


FILM DRYER 

e Motor driven—Hecated 

*® Speedy drying 

*® Automatic shrinkage allow 
ance 

* Stainless steel and 
aluminum construction 

® Easily assembled without 
tools 

* Compact, Portable 


Write for Free Literature 








Guaranteed. 


A Dept. AC 
Micro Record Corp. «7%». 











MOVIE FANS 


8mm and 16mm 
DUPLICATES 


16mm REDUCED TO 8mm 
8mm ENLARGED TO 16mm 













REVERSAL 

COLOR ............. 9e ft. nmeenen 
ae 4e ft. | 16mm x 100 ft....$1.00 
16 50 ft... .75 
(Min. Order $3.50) Len tesine ‘- 






MAIL ORDER ONLY @ FAST SERVICE 


COMET FILM SERVICE 


P.O. BOX 447, Great Neck, New York 
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It's easy with the 


MERCER FILM PATCH 


Practical @ Dependable 


R. C. MERCER & COMPANY 


4241 Normal Ave., Hollywood 29, Calif. 
NOrmandy 3-9331 








PELLEGRINI 





VARIABLE SHUTTER UNITS 
FOR THE BOLEX H-8 
AND H-16 
The real an 
swer to com- 
plete FADES 





and LAP DIS 
Faster shutter speeds 
advantages 
Prices for all camera models 
H-8 or H-16 within U. S. 
$99.60. Tax extra. One year 
guarantee and camera trans- 


portation back Included. Send { 


SOLVES. 
and many other 


a) 
) 





for free informative booklet. 
Prices subject to change 
without notice 
Tullio Pellegrini & J.C.Z. Piek 
1545 Lombard St. 
Francisco 23. Californio 





4 





San 











SPECIALLY PRICED 
LIKE NEW 
16mm BELL & HOWELL, Model 2709 
Special with unit | shuttle. Includes one 
400’ and one 1000’ 16mm BI-PACK 


magazines, ACME Stop Motion motor and 
VEEDER Footage Counter. 


$3500.00 


Guaranteed like new! 


Camera Equipment Co., Inc. 
315 W. 43rd St., New York, New York 








SCRIPT WRITING 


For The Industrial Screen 


FILMS AFIELD 

6739 Mitchell Avenue 
Arlington, California 
OVerland 9-4856 
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PHOTOGRAPHIC ASSIGNMENTS 
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@ Frank Ptaner, ASC, “Stage Struck,” 
(Color; shooting in New York) with Henry 
Fonda and Susan Strasberg. Sidney Lumet, 
director. 


RKO-PATHE 
@ Guy Roe, ASC, “Dick Powell’s Zane Grey 
Theatre,”"* (Four Star Prods.) with Dick 
Powell. Various directors. 
@ Georce Disxant, ASC, “Mr. Adam and 
Eve,”* (Bridget Prods.) with Ida Lupino 


and Howard Duff. Frederick de Cordova and 
Richard Kinon, directors. 


20th CENTURY-FOX 


@ Leo Tover, ASC, “The Way to the Gold,” 
(CinemaScope) with Jeffery Hunter and 
Sheree North. Robert Webb, director. 


@ Leon Suamroy, ASC, “The Desk Set,” 
(CinemaScope; DeLuxe Color) with Spencer 
Tracy and Katharine Hepburn. Walter Lang, 
director. 


@ Joe Brroc, ASC, “China Gate,” (Globe 
Enterprises shooting at RKO Pathe; Cinema- 
Scope) with Gene Barry, Angie Dickinson, 
and Nat “King” Cole. Samuel Fuller, pro- 
ducer-director. 


@ Joe Macnonatp, ASC, “A Hatful of 
Rain,” (CinemaScope;: Shooting in New 
York) with Eva Marie Saint and Don Murray. 
Fred Zinnemann, director. 


@ Cuartes Ciarke, ASC, “The Wayward 
Bus,” (CinemaScope) with Dan Dailey and 
Jayne Manfield. Victor Vicas, director. 


@ Water Srrence, ASC, “Lure of the 
Swamp,” (Regal films; RegalScope) with 
Marshall Thompson and Joan Vohs. Hubert 
Cornfield, director. 


@ Kart Srruss, ASC, “War of the Universe,” 
(Regal Films; RegalScope) with Jeff Mor- 


| row and Barbara Lawrence. Kurt Neumann, 
| ° 
| producer-director. 


UNIVERSAL INTERNATIONAL 


@ Irvinc Giassserc, ASC, “Pplon,” (Cinema- 
Scope) with Dorothy Malone and Jack Car- 
son. Douglas Sirk, director. 


@ Artuur Artinc, ASC, “Ma and Pa Kettle 
at MacDonald’s Farm,” with Marjorie Main 
and Parker Fennelly. 


| @ Exuis Carter, ASC, “Monolith,” with Grant 
| Williams and Lola Albright. John Sherwood, 





director. 


@ Wittiam Daniets, ASC, “My Man God- 


frey,” (CinemaScope & Technicolor) with 
June Allyson and O. W. Fischer. Henry 
Koster, director. 

@ Ray Fernstrom, ASC, “Pylon,” (Aerial 
photography) John Walters, director. 

@ Georce Rosinson, ASC, Mercury com- 


mercial* Jack Daniels, director; DeSoto com- 
mercial* Wil Cowan, director; Budweiser 
Beer commercial* Wil Cowan, director. 


@ CuHartes WeLsorn, DeSoto commercial* 
Jack Daniels, director. 
e Fesruary, 1957 


@ James Droucut, Mercury commercial* 
Jack Daniels, director; Newport commercial* 
Joseph Parker, director. 


WARNER BROS. 


@ WituiAM CLoruier, “Bombers B-52” (Cine. 
mascope and WarnerColor) with Karl Malden 
and Natalie Wood. Gordon Douglas, director. 


@ Lionet Linpen, ASC, “The Black Scor- 
pion,” (shooting in Mexico City) with Rich- 
ard Denning and Mara Corday. Edward Lud- 
wig, director. 

ASC, “The Pajama 
Color & 
and John 


@ Harry SrTRADLING, 
Game,” (CinemaScope (Warner 
CinemaScope) with Doris Day 
Raitt. Stanley Donon, director. 


@ E.itswortn Frepricxs, ASC, “Sayonara,” 
(Technirama—shooting in Japan) with Mar- 
lon Brando, Red Buttons and Patricia Owens. 
Joshua Logan, director. 


@ Cart Guturiz, ASC, “Untamed Youth,” 
with Mamie Van Doren, Lori Nelson and 
John Russell. Howard W. Koch, director. 


@ Lucien Batiarp, ASC, “Band of Angels,” 
(Shooting in Louisiana; Warnercolor) with 
Clark Gable and Yvonne De Carlo. Raoul 
Walsh, director. 


@ Teo McCorp, ASC, “The Jazz Age,” (Cin- 
emaScope) with Ann Blyth and Paul New- 
Michael Curtiz, director. 


man. 
@ Harotp Stine, ASC, “Cheyenne,”* with 
Clint Walker. Richard Bare, director. 

@ Epwin Dupar, ASC, “Conflict.”* Walter 


Doniger, director. 





WHAT’S NEW 


(Continued from Page 82) 


N. Y., announces 4 new 8mm and one 
new 16mm high-speed Cine Raptar wide- 
angle lenses. They are said to be the 
first of a series of lenses featuring new 
optical formula, new design and new 
construction. Other features include: 
snap lens cap, identifying group num- 
bers engraved on barrels, click stops, 
accommodation for drop-in filters, and 
an optical haze filter is included with 
each lens without extra cost. 

The 8mmi lenses range from $41.87 
to $60.95; the l6mm lens lists at 
$143.10. 


New Projection Lamp 

General Electric Company announces 
a new, shorter 500-watt projection lamp 
which permits lower silhouettes in home 
movie projector design. Lamp socket 
height is 414-in.—about 2-in. less than 
usual 500-watt lamp. List is $4.00. 
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STUDIO & PRODN. EQUIP. 


STUDIO & PRODN. EQUIP. 


STUDIO & PRODUCTION EQUIPMENT 





STARTLING VALUES FOR 35MM PRODUCTION 
ACME OPTICAL COLOR PRINTER, modified 
for Cinecolor. Represents $28,000.000 in- 
vestment. Specially priced to move ........$14,950.00 
BACKGROUND PROCESS ARC PROJECTOR— 
4''x5'' slides blown up to 20° at only 20° 
throw. Includes full complement of slides 
showing most commonly required scenes. 
cB Pa REN re eee 1,495.00 
NEW CL-2 NEUMADE 35mm CLEANING 
MACHINES—2000° capacity, $425.00 reg- 
ularly, SURPLUS .... 295.00 
(for conversion to 16/35mm_ “add $5 0). 
MITCHELL 35mm SINGLE SYSTEM CAMERA 
comp! w/RCA sound; 4 Baltar lenses; 
viewfinder; motor; mattbox; sunshade; 2 
magazines; tripod. $15,000.00 value. Re- 


conditioned . ... 6,995.00 

MITCHELL 35mm NC CAMERA ‘Compl w/4 

Baltar lenses; 2 magazines; viewfinder; 2 

motors; mattbox; sunshade; tripod, Re- 
7,395.00 


OS A ELLEN: SLID 
B&H 35mm STUDIO CAMERA w/RACKOVER; 

4 mags; 3 motors—animation stopmotion; 

24V and I10V wild with tachometer; 

Mitchell finder, mattebox and tripod, 2 

intermittents, hispeed and _ pilotpin; 

lenses. $7,500 value. Reconditioned ...... 4,450.00 
MITCHELL STANDARD 35mm _ TRACKING 

CAMERA. Single lens mount, 115V_ sync- 

motor (16 fps). footage counter. Recon- 

ditioned . 
SINGLE SYSTEM 35mm RECORDING HEAD 

for B&H studio camera. Includes galvano- 

AS rn 995.00 
STEPHENS TRUSONIC WIRELESS MIKE OUT- 

FIT. Has 2 ‘‘invisible’’ concealed micro- 

phones, power supply, transmitter, an- 

tenna and receiver. $1,500.00 value, 

like new 795.00 
NEW ACE FILM “SPLICERS—non “magnetic, 

butt or lap all sizes 8/16/35/70mm. 

Deluxe Model......$69.50 Std. Model...... 59.50 
FEARLESS GEARHEAD, 2 speed with wedge 1,025.00 
ARRIFLEX Iti 35mm CAMERA, 3 lenses, 2 

magazines; mattebox; reconditioned ........ 1,195.00 
ARRIFLEX 35mm BLIMP (Cinekad) w/follow 


995.00 


TUONO... scpesatisieitaatienshidmanssdstinndpnsdiaebeiinseadtialbiliebeddiohies 995.00 
MITCHELL NC RABY BLIMP, w/follow 

focus, recond. 995.00 
BODDE BACKGROUND PROJECTOR 2000W, 

4x5, reconditioned ..... 595.00 
NEW MAGNETIC PLAYBACK ‘UNIT. for “Film 

Phonographs, w/preamplifier, transformer 

A; SIRI: SIND Scensisninnscieresocnsmnitesecianesnniahiediioins 575.00 
NEW 35mm MOVIOLAS ‘with 3° viewing 

glass & take-u 475.00 
LIKENU HOUSTON * 35mm PROCESSORS, 'N- 2. 

all stainless construction. Gov't paid 

$8,500.00. Only few available at 3,995.00 


TRADE TAKEN. Phone PL 7-0440 Cable: SOSOUND 
$.0.S. CINEMA SUPPLY eee FC 
602 W. 62nd Street, New York 1 
Western Branch—6331 Holly'd Bivd., Molly'd, Calif. 
Phone HO 7-9202 


DO ANIMATION AND REGULAR PRODUCTION 
WITH THIS GORGEOUS OUTFIT 
Peterson Heavy Professional ANISTAND with all 
movements. motorized zoom; lightbox for transpar- 
encies: sliding celboard: air onernted onlaten and 
revolving camera mount. Includes B&H 16mm 
rackover 2709A Studio Camera (or std. 
35mm _ if preferred) with 2 magazines; 3 
lenses; Richardson stopmotion motor; 110V 
syncmotor; Mitchell viewfinder, mattebox & 
sunshade, all accessories. A $12,500.00 in- 
vestment-—ready to go.. lacs ---+--.$7 ,475.00 


TRADES TAKEN Phone PL 7-0440 Cable: SOSOUND 


$.0.5. CINEMA SUPPLY CORPORATION—Deopt. fc 
602 W. 52nd Street, New York 19 
Western Branch—6331 Holly'd Blvd., Holly'd, Calif. 
Phone HO 7-9202 


BALTAR F:2.3 coated lenses in Mitchell mounts. 25mm 
$160.00; 30mm $160; 35mm $165.00: Wide angle 
mattebox $60.00. Finder adaptor $50.00. Mitchell 
variable diffuser $125.00. RCA I6mm sound pro- 
jector with sync motor $250.00. Zeiss Ikon 35mm 
portable sound projector with sync motor $225.00. 
Cine Kodak special blimp with sync motor $400.00. 
35mm _ background projector. Complete outfit with 
Selsyn distributor, camera motor, hi-intensity arc, 
talk-back, cables, etc. Write for details. J. BURGI 
_CONTNER, _ASC, New Canaan, Conn. 

LENSES FOR EYEMO, now available at qreatly re- 
duced prices. Write for list. AIR PHOTO, Dept. B, 
555 E. Tremont Avenue, New York 57, New York. 


OUR 28th YEAR %& *& *% %& SUPPLYING EVERYTHING 
PHOTOGRAPHIC AND CINEMATIC 
35mm DEBRIE CAMERA MODEL L/E featur- 
ing 1—28mm Schneider lens, 1—5O0mm 
lens, Pilot Registration Pins, Direct focusing 
on ground glass, 6—400’ magazines, DeBrie 
gearhead tripod. Matte box, stop motion 


ee ee ee 1250.00 
ART REEVES SENSITESTER Combination 35mm 
and 16mm, Value $2,000.00. Speciol............ 595.00 


B & H 16mm FILMO CAMERA Model 70-DA 
with 17mm 2.7 Wollensak, 1” 1.5 Dal- 
meyer, 2” 2.8 Schneider. 3” f4 B & H 
Teletar, and 6” {4.5 Telephoto Xenar 
Lenses; 2-400’ Magazines; Motor; Wells 
Semi-Professional Tripod; Carrying Case. 


iw RP SO. 1150.00 
NEW IMPROVED 11 x 14 CLAPSTICK scene 
numbering slate, w/handle....................-+ 6.95 


35MM, GRAFLEX IDENTIFICATION UNIT 

COMPLETE—1!.D. camera w/100 ft. maga- 

zine, stand w/lights & built-in mumber- 

ing device. VALUE $595.00..................-csse0 285.00 
35mm B & H SINGLE SYSTEM SOUND CAM- 

ERA. Lenses: 40mm, 50mm, 75mm, 125mm. 

Modulite galvanometer, amplifier, motor, 

Tachometer. 2-1000’ magazines, Tripod 

with Freehand, quick release legs, carry- 

. .... kk... eee 3050.00 
SCHOEN PRINTER, sound and silent, color 

B & W. Features: 16mm picture & sound 

together, film capacity 1600 feet, 50’ per 

minute; 12 adjustable light changes; AC-DC 

|, eee 999.00 
35mm DUPLEX PRINTER Adapted for sound 

track, excellent for duping. Academy Aper- 

ture. Speed 250 pictures per minute per 

side. Two light change boards, 18 different 

lights each side, 21 scenes. Motor 110 V, 

perfect mechanical condition ......................- 750.00 
MOLE RICHARDSON 2000 Spot, rolling stand 

and Lamp BOOM. Rolling stand. Special.. 195.00 
B & H 12V or 24V EYEMO & FILMO MO- 

TORS. New. Value 142.002.200.202... ecccceeeeene 95.00 
MOLE RICHARDSON 2000w Spot, rolling stand 100.00 


ENLARGERS, EXCELLENT CONDITION, EL- 
WOOD. Auto focus, lens and stand. Size 
5x7 235.00 





Size 8x10 350.00 
16mm Sound Cameras. Auricon Pro Jr. 200 

ft. magazine capacity. Also Cine Voice 100 

ft. magazine. Garantee BIG saving. 
35mm 400 ft. Cineflex magazines. Arriflex 
adaptable. Value $165.00. Price.................. 100.00 
Olsen 5 KW 14” fresnell. Heavy duty stand 

with rotating barn doors. Color frame. 
EI 365.00 
SPECIALIZING IN MOVIE AND TELEVISION SUPPLIES, 
TRIPODS, SYNCHRONIZERS, 16mm SOUND CAMERAS 
lights, lenses. mikes, booms, dollies, motors, etc. 
New—Used. Reasonable prices. Cash for used equip- 
ment. Trades taken. 
HOLLYWOOD CAMERA EXCHANGE, LTD. 

1600 CAHUENGA BVLD., HOLLYWOOD 28, CALIF. 





16MM HOUSTON-K-IA . developing machines. 
For reversal or positive film. Complete with re- 
frigerator units, temp controls, condensors, etc. 
BRAND-NEW, prices reduced. Also all STAINLESS 
STEEL model A-11B. Neumade film washer, 35mm 
EYEMO cameras, spider turrets, large selection of 
Eyemo lenses, 35mm x 1000 film. AIR PHOTO 
SUPPLY, Dept. C-1, 555 East Tremont Ave., New 
York 57, New York. 





PRECISION Magnetic Heads for Engineers - Industry 
Erase - Record Playback 


STANCIL-HOFFMAN CORPORATION 
921 North Highland Avenue 
mamnaeestetn 38, California 


USED MAGNASYNC, Moviola 4 gang synchronizer, 
rewinds, Cinekad 16mm proj sync motor, other 
production equipment. Used spots and floods. RCA 
sound camera, very clean, with lenses at $395.00. 
Many used sound projectors, 16 mm and 35mm. 
Colortran, CineVoice, Polecrats for sale or rental. 
Immediate delivery on TV and film production 
equipment from Upper Midwest's only supply 
house. CENTURY CAMERA SALES, 20 South 7th St., 
Minneapolis, Minnesota. FE 8-58937. 





ANIMATION STAND, rugged construction, Acme peg 
bars, five foot zoom, large compound table, 
pneumatic platen, will hold heaviest cameras; 
——— Box 1258, AMERICAN CINEMATOG.- 
APHER. 


AMERICAN CINEMATOGRAPHER 


PRE-INVENTORY SALE—REDUCED PRICES 
USED EQUIPMENT 

16mm ARRIFLEX CAMERA & MATTE BOX, 

Model B Case, Wet Cell Battery & Leather 

Case, Filter Holder Kit & Case, 11.5mm 

f1.9 Cinegon Lens, 25mm fi-5 Xenon 

Lens, 50mm f2 Zenon Lens ................-::.:00+ $1,995.00 
16 mm CINE SPECIAL || CAMERA, Par 4 Lens 

Turret, Par Eye Level Focuser, Par Sync. 

Motor, Yolo Fader, 1°’ 1.5 TTH Ivotal 

Lens, Two 200 ft. film chambers, Par Cus- 

tom Fitted Case. Padded Barney Cover for 

RUNNIN, enniincensvesinnssnsieernptennniniuinemnenabetnnmaneuitens 1,995.00 
16mm AURICON PRO SINGLE SYSTEM SOUND 

CAMERA, adapted for kinescoping, 3 Lens 

Turret, 1°’ £1.9 Eastman Lens, Carrying 

CE ss:ivinchcnnenpnceeenistiensaibincnaeiitehiasiaiiaabicenaiianiatiai 1,095.00 
DeVRY 35mm CAMERA with sin, fr. rel. 

strip prod. with 1" & 2°’ lenses & case.... 225.00 
B&H 202 BR-1 Specialist 16mm mag. & opt. 

sound projector with 12°° spkr. ................ 595.00 
B&H ow 16mm Silent Proj. & Carrying 





SELLE IE ELL EET IIE 
B&H COMPANION 8mm Camera, f2.7 Lens 

Ts NEU - scdccareitetncstecntesinsinsenineinineicemnieticiintisiiis 
B&H 385C SINGLE CASE 16mm SOUND 

PROJ., used ineniaipiediiatiiaaadin ae 
B&H 200EE ELECTRIC EYE 16mm CAMERA, 

20mm f1.9 Lens, built-in automatic ex- 














posure meter & i SI ie accrues 65.00 
1000 WATT B&H SLIDEMASTER 2x2 Proj. 

Ti: III. sc cacieteininneiescncsiesicagiatagiiaisalbeandpiiaiaiiiiatdam 175.00 
1000 WATT GOLDE ¢ vy & SNOOT...... 35.00 
KERNS SWITAR 50mm f1.4 Lens ..................-. 120.00 
2. a t2.5 COOKE PANCHROTAL a 118.00 

a 7 ELGEET TELEPHOTO LENS ............ 55.00 
13men f1.5 ELGEET WIDE ANGLE LENS ...... 60.00 
we... &....  ) 90.00 
15mm 2.5 EKTAR WIDE ANGLE LENS . ™ 50.00 
102mm f2.7 EKTAR TELEPHOTO LENS . 85.00 
152mm f4.0 EKTAR TELEPHOTO — 95.00 
2' f1.4 COOKE IVOTAL LENS . . 95.00 
PAN CINOR Zoom Lens 20 to” “60mm “and 

Case nic Cree 
B&H VIEWFINDER “Objectives ‘to “match “above 

OI. CII naassscinsnitnntnvemnnniaehiniigsinienmniapais 6.00 
RCA PG-201 16mm SOUND PROJECTOR 

I IIIT, . sisssisanicsonpnanninticiniabintietindiannniamntdinns 5.00 
En 17.00 
WESTON MODEL 850 METER ...0............c.eccs00e 5.00 
BOLEX 40°° CABLE RELEASE ........cccc.-cccesessecee 3.95 
B&H l6émm FILMOTION EDITOR, complete 

with viewer, splicer and 20000 ft. re- 

WEIL: « ciinatichilninicananinnnnineniamenmatanmamentadens 99.50 
SCHOEN FOUR-GANGE 16mm Synchronizer..... 120.00 
SCHEON SOUND READER Model 4, Mag. 

& Opt. ..... euenee 100.00 
AUTO ROLLEIFLEX. “CAMERA, “Zeiss “Tessar 

f5.5 Lens, built-in sync., case & Rollei 

IR cctisncsnsnancsnsansnssnsecseecmvnssentntinnsenaennuniieten 135.00 
HYDRO DOLLY Raises to 8 ft. ...........cecceeeeeeeee 1,075.00 
35mm CONTACT PRINTER for Slide & Strip 

PIE .. -sccciscentenentnasbitanncisinrmenmaiandevanontanabion .00 
16mm MICRO RECORD motorized processing 

machine and trays, capacity 200 ft. rev. 

OR RL, scetsiticicienesniensnancrerecaemanencintas 75.00 
16mm or 35mm MICRO RECORD electric film 

SII. ‘sincchnineisinscneiiasisionnabiotssiplebicslisaaituaniabiatianiingabice 75.00 
PRO-JR. TRIPOD with friction head .............. 120.00 


BOLEX (BROWN) 8 & 16m TITLER, prewar 
model complete with effects board and 
BUI - Siscintncinitesennicncieuspntotenneteinnecestunansesananiapiais 20.00 

All equipment guaranteed and offered on 
7-day inspection and money refund trial 
period. No COD's. Send check or money 
order. Trades accepted. We buy used equip- 
ment. 
WEBSTER VISUAL SALES COMPANY 
539 Vine Street 
Chattanooga, Tenn. 


GOOD BUYS 
1. Combination 35:35 optical effects printer and 
matte shot projector. B&W or color. In full opera- 
tion. Immediately available. 
2. 16:35 blow-up printer, 
Both priced right for immediate sale. 
SCREEN OPTICALS, INC. 
333 West 52nd St. New York 19, New York 


SOUND recording amplifier, Wall, used, $85.00; 
Cine pro model A amplifiers, used, $75.00 each; 
RCA recording amplifier for Mitchell, excellent, 
$100.00. All in carrying case. Cash with order. 
Nang Tampa. J. WALTON, P.O. Box 1457, Tampa 1, 
Fla, 


(Continued on Next Page ) 
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{ MOVIOLA 


EQUIPMENT 
16MM - 35MM 





@ PICTURE 
SOUND 
Photo and 
Magnetic 


@ SYNCHRO- 
NIZERS 


@ REWINDERS 


One of the 
new series 20 
Moviolas for 
picture and 
sound. 


Write for 
Catalogue 


MOVIOLA MANUFACTURING CO. > 
1451 Gordon St. Hollywood 28, Calif. ¢ 


~~ nal er ~ bal rv 














BOLEX ACCESSORIES 
by STEVENS 


For H8 and HI6 cameras: 

Battery Camera Drive @ Time-lapse Timer 
Lens Extension Tubes ® Alignment Gage 
Turret Lever @ Third Turret Stop @ Turret 
Filter Slides @ Camera Base @ Lens Control 
Handle @ Complete Factory Parts & Service 


For H16 Cameras Only: 

Variable Shutter @ Split-Frame Mask @ Sync 

Camera Drive @ 400-Ft. Magazine @ Sound 
Sprockets 


Write today for 1957 Illustrated Catalog 


STEVENS ENGINEERING CO. 
2421 Military Ave., Dept. A 
Los Angeles 64, Calif. 
Phone GRanite 3-3227 








Higher Quality at Lower Cost 
in dubbing of non-theatrical & 
TV films in over TWENTY 
languages 
INTERLINGUAL-INTERNATIONAL, 


Native speakers, translators, 
engineers. 


INC. 


writers, 


The only dubbing firm in USA 
serving major industries. 


Interlingual-International, Inc. 
P.O. Box 1663 


Monterey, California 











We 


oe moonlight and night effects 
in daytime «fog scenes «diffused focus 
and many other effects. 

Information mailed on request. 
SCHEIBE FILTERS COMPANY 
ORIGINATORS OF EFFECT FILTERS 

P.O. Box 46834, Hollywood, Calli. 


IP-TERS, 


In| orld. Wide Use 








118 * AMERICAN CINEMATOGRAPHER 





| 
} 





Classified Ads 


(Continued from Preceding Page) 





STUDIO & PRODUCTION EQUIPMENT 





16MM PRODUCERS—LOOK AT THESE! 


BEAUTIFUL DOUBLE SYSTEM OUTFIT AT 
SACRIFICE. Includes Cine Special | chrome 
camera; Yolo dissolve; 3-Kodak lenses 
15/25/102mm; 200° chamber; camera case; 
custom built blimp; syncmotor; Auricon 
NR20 recorder wtih noise reduction ampli- 
fier, etc. $2,500.00 value........ -$1 ,095.00 
HALF PRICE SALE—NEUMADE “STORAGE 
RACKS & CABINETS 
Used MM-102 CABINETS—hold 100—400' 
III  <icisctsiancsetessiasdenaiilenssendinenentibieiatmiiaalaeiniisnuseiiis 9.50 
Used MM-184 CABINETS—hold 250—400' 
CUE. nincneciciniecasieccnticeinnciinnmntisitiiiniinaiiens 149.50 
New RK-102 RACKS—hold 102-1000’ 35mm 
or over 200—400' 16mm reels................--- 7.50 
3 MAURER CAMERAS w/235° shutter; 400° 
Magazine; syncmotor; less lens .............- 1,795.00 
AMERICAN CINEMATOGRAPHER HANDBOOKS, 
8th Edition, 2 Price ....... a 2.50 
NEW MOVIOLAS, 16mm PICTURE “ONLY... adie 495.00 
KINEVOX 16mm SYNCHRONOUS MAGNETIC 
III’ uiaiaisiesnsieaneaeantihdtsioeatiaiteahiebaiasiadabnnetedl 5.00 
NEW 16MM FIBRE FILM M SHIPPING CASES—Dozen Lots 
400" 1200" 1600" 2000° 
1 reel 1.10 - 135 1.50 1.75 2.00 
2 reel 1.20 1.55 1.65 1.95 2.35 
3 reel 1.35 1.75 1.80 2 - 2.55 
4 reel 1.50 2.25 2.05 23 2.75 
Add 15¢ for handle. These prices FO.B. Holly'd. 
BRIDGAMATIC JR. 16mm neg/pos. Developer. 
Includes airpump, drain pump, aaah 
$1,500 value. Good shape . cna one 
NEW HOUSTON 16mm PROCESSOR rollers 
, Me Sf fk aS 49 
HOUSTON K-3 PROCESSORS, 16mm neg/pos/ 
reversal. Includes refrigeration; tempera- 
ture controls recirculation airpumps 
stainless steel construction Like new 
$2,595.00. reconditioned ... 2,195.00 
KLIEGL SOOOW FRESNEL SPOTS ON Heavy 
Stands. $300 value. Excellent .... 159.50 


TRADES TAKEN Phone PL 7-0440 Cable: SOSOUND 
$.0.5. CINEMA SUPPLY CORPORATION—Dept. FC 
602 W. 52nd Street, New York 19 
Western Bronch—6331 Holly’d Bivd., Holly'’d, Calif. 
Phone HO 7-9202 


**Pro-600°' Model 
cludes standard finder, zoom-lens door, 
ret, ground glass focusing, tele-finder, film maga- 
zine, carrying trunk, galvanometer and optical 
system, model T-70 A, amplifier, with noise reduc- 
tion and tripod. Like new. Cine Special 2 and 
200 magazine, Zoomar F:2.7 lens. Excellent con- 
dition. Make offer. Write ALFRED K. PETERSON, 
3425 Sumter Ave., Minneapolis 1, Minn. 


CM-75 camera in- 


SALE: Auricon 
3-lens tur- 





AURICON Cine-Voice 16mm camera equipped with 
sync motor minus galvanometer and amplifier. Wol- 
lensak F 1.5 normal lens both never used. $525.00 
value, sacrifice $350.00. JOHN OROS, 7313 Santa 
Monica Blvd., Hollywood 46, Calif. HO 5-4161. 


TO TO STUDIO & PRODN EQUIP . 











ADD critical focus to your Turret Cine-Voice. Write 
for details. PROFESSIONAL CINE PRODUCTS, 6055 
Ridgecrest Rd., Dallas, Texas. 

CINE Ektar lenees , F:1.4, $95.00: 63mm _ F:2, 
$60.00; 15mm _ F:2.5, $50.00; Master II meter, 
$10.00. Also other 16mm equipment. M. GRAYSON, 
Box 4, New York 53, New _York. 

FOR SALE 
Used late model MAURER cameras and recorders. 
Economically priced. Write for details. 


CAMERA EQUIPMENT COMPANY,INC. 
315 West 43rd Street, New York 36, New York. 


BALTAR lenses coated in Mitchell mounts. Guaranteed 
perfect. Almost new. 1/3 off list. Write Box 1249, 
AMERICAN CINEMATOGRAPHER. 

Series 1. Perfect. 1°° lem, $400.00. 

1250, AMERICAN CINEMATOGRAPHER. 





CINE Special 
Write Box 





WANTED 





WE'LL GIVE (OR GET) — THE HIGHEST 
PRICES ANYWHERE es 
Cameras, Dollies, Lenses, Lights, 
Moviolas, Printers, Recorders, 
Studio or Laboratory Equipment 
you don't need. 
WE ALSO TAKE CONSIGNMENTS. 
SET YOUR OWN PRICE—WE'LL 
GET IT. 
Telegroms-WUX New York, 
Phone PL 7 
$.0.S. CINEMA SUPPLY CORPORATION 
Dept. fe Cable: eer 
602 W. 52nd Street New York 19, ‘ 


Western Branch—6331 Hollywood Bivd. 
Hollywood, Calif., Phone HO 7-9202 


e Fespruary, 1957 





WANTED 





WANTED TO BUY FOR CASH 
CAMERAS AND ACCESSORIES 
MITCHELL, B & H, EYEMO, DEBRIE, AKELEY ALSO 
LABORATORY AND CUTTING ROOM EQUIPMENT 
CAMERA EQUIPMENT COMPANY INC. 
315 WEST 43RD STREET, NEW YORK 36, N. Y. 
CABLE: CINEQUIP 





TRY F&B LAST 
FOR THE HIGHEST QUOTE ON 
USED MOVIE EQUIPMENT 
FLORMAN & BABB 
68 W. 45th ST., N. Y. 36, N. Y. 


WHY SACRIFICE 
your production and struggle with old or used 
equipment when we can trade for cash or new equip- 
ment. Let us know what you have and what you need. 
THE CAMERA MART, INC. 
1845 Broadway Plaza 7-6977 New York 23, N.Y. 





Mitchell — Akeley — B & H — Wall — Eyemo 
meras — Lenses — Equipment 
NATIONAL CINE EQUIPMENT, INC. 


209 West 48th St. New York, N.Y. 


GOOD Auricon Pro-200. WeBAKER, 616 San Antonio, 
San Diego, Calif. 





LABORATORY & SOUND 





SOUND RECORDING at a reasonable cost. High 
Fidelity 16 or 35. Quality guaranteed. Complete 
studio and laboratory services. Color printing and 
lacquer coating. ESCAR MOTION PICTURE SERVICE, 
INC., 7315 Carnegie Avenue, Cleveland 3, Ohio. 
Phone Endicott 1- 2707. 

16mm SOUND oud picture editing—sound recording— 
music—effects. DON DUNN'S EL RANCHO AUDIO, 
near Palos Verdes and L.A. Harbor, 26246 Fairview 




















Avenue, Lomita, Calif. DAvenport 6-4925. 
FOOTAGE FOR SALE 
MEDICAL scenes of highway accidents, cars, trucks, 
etc. Fatals, ambulances, injuries, fires, tornados, 
etc. EK color, night, day, 16mm. Will take what 
you need for assignment. NORTHERN ILLINOIS 
ACCIDENT AND SAFETY PHOTOGRAPHER, Jim Sey- 
mour, 115 N. Main St., Crystal Lake, Ill. Phone 
POSITIONS WANTED 
NEWS and COMMERCIAL CAMERAMAN—2 _ years 
NAVAL and 2 years TV film experience. Special- 


izing in NEWS PHOTOGRAPHY. Desires to re-locate. 
References. Box 1259, AMERICAN = CINEMA- 
TOGRAPHER. 














Here... 


on this page 
you'll find 


BARGAINS 
GALORE 
in 
New and Used Equipment 
of all kinds. 








A good place for YOU 
to sell, too! 


Rates Are Low! 
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“ “National’ 
yellow flame 
carbons have 
made it possible 
to vastly increase 
the scope of the 
Transparency 


Projection Process.” 


at Plo 


THE “NATIONAL” CARBON ARC... 
NOTHING BRIGHTER UNDER THE SUN 


The term ‘“‘National’’ is a registered trade-mark 
of Union Carbide and Carbon Corporation 


NATIONAL CARBON COMPANY 
A Division of Union Carbide and Carbon Corporation 
30 East 42nd Street, New York 17, N. Y. 
Sales Offices: Atlanta, Chicago, Dallas, Kansas City, 
Los Angeles, New York, Pittsburgh, San Francisco 
IN CANADA: Union Carbide Canada Limited, Toronto 


















Exacting 
Color Specifications 


. -- Highest Quality 
Every Time 





color-correct 


* true fidelity color duplicates which 


; go far beyond mere color balancing. 
That’s because 


quality control is the very 
heart of byron’s exclusive * negative-positive color processing 





color-correct process ... using EK 35mm and 16mm negative for 


l6mm release. 


For information and price list, write, phone or wire 


by ro Mn Studios and Laboratory 


1226 Wisconsin Ave., N.W., Washington 7, D.C. 
FEderal 3-4000 


COLOR AND BLACK-AND-WHIT7E PROCESSING AND PRINTING . 2. . COMPLETE PRODUCER SERVICES 





